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PREFACE 

Since the publication of this study in 1936, my stage work 
has included Anionj and Cleopatra^ The Winter's Tak^ Timon 
ofAthenSi and Macbeth As theories of production cannot be 
independent of the art, and instinct, of acting, it seems 
woith recording that I have had the experience of playing 
the central parts m these and the other productions exam* 
med m this book, with the exception of Antony and Cleopatra 
and Henry VIII To these may be added my Shakespearian 
selections given dunng the war under the title This &eptred 
Isle, first in collaboration with Miss Nancy the 

Tavistock Theatre (Londojp.) an^kfe’^pfaiift^^Sintry 
centres, culminating m Theatre 

in the summer of 1941, IwSMT late Henry Ainley emerged 
fiom his retirement to lend me his valued support At one 
pcrlormance we had the additional honour of a contribu- 
tion by the late Sir John Martin Harvey I like to set on 
record this direct contact with that greater theatre which 
has, from the start, inspired my efforts in the lesser 

The two concluding essays are new For the rest, the 
ongmal text is reprinted with a nimimum of alteration, 
painly deletions Where an idea of any impoxtance is 
added, I have dated it 

From my original preface I would preserve this remark 
on the work of Herbert Beerbohm Tree If today we diffci 
from his principles, we have nevertheless scrapped one 
great tradition without creating another Iree was an 
ai tist, and a great one The richness and digmty which the 
Sliakespcaiun play, especially Shakespearian tragedy, de- 
mands m presentation, died with him For at His Majesty’s f 
you attended always something beyond entertainment, ol 
ceremonial giandcur and noble, if extravagant, artistiy’, 
together with Mi G B Purdom’s generous comment on 
#ny Rudoll Stemei Hamlet T appreciate the difficulties 
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under which you were woiking, but your peiformance of 
Harnlef certainly gave me an entirely new impression You 
unfolded a spiritual significance revealed in no other pio- 
duction I have ever seen ’ 

I would again record my debt, as an actor, to many years 
of advice and encouragement from the late Leslie Harris 

G WIC 

Leeds -Exmouth, 1947 

PS -1 regret not having been able to include any sub- 
stantial description of the productions of Tzmon of Athens 
referred to in my note on p 1 8 1 On this central work there 
IS, froni the stage viewpoint, so much to say that it seemed 
wisest^p ppstpone my account . 

A note on "iJrama and the Umveisity’ is appended by 1 
kind permission of The > of Leeds Review It is a 

great pleasure to know that 3 Vir G B Purdom has himself 
a study on Shakespearian production m the press 

Exmouth, 1949 



I 

THE SHAKESPEARIAN PLAY 


I HAVE for some time been contending that a Shakes 
pearian play is not purely and only a good story with enter 
tamment and diamatic value linked to profound analysis o 
character^ and a heart-thrilling rhetoric, but that, over anc 
above all this, it presents a close mesh of imaginative anc 
intellectual suggestion demanding a more exact study anc 
sensitive appreciation than it has so far received The per 
sons m the play are vital and human, none more so, bu 
the interaction of those persons within the dramatic tmur 
of the whole, and tliat texture itself, the action, movemeni 
and purpose of the whole artistic pattern, must at each in 
stant be kept in mind From such a compiehension man 
old difficulties aic quickly resolved what was mexplicabl 
IS found necessary, what suspected as spurious, seen 2 
crucial The Graveyard scene in Hmkt has been calle 
inelevant, and modem scholarship still repudiates th 
Vision in Cymhelim - regularly omitted from stage produc 
tions - and considas Henry VIII a chaotic play of cloubtfi 
authorship There is no longer need or excuse for such coi 
fusion, for the powerfully dramatic Vision fits as perfect] 
into the pattern of Cymhelme as the Graveyard scene ml 
that of Hamlet^ and Henry VIII is a carefully constructed ax 
fine play whose pattern 1 have elsewhere analysed 

Wheieas fiom the old and hmited understanding the 

1 My previous aiiimadvtniom to ‘character’ come under t 
distinct headings (i) a refusal to analyse any person m the drama in 
isolation fiom the whole play and its various actions and effects, (u) an 
antipathy to the term ‘tlmracter’ m the sense of ‘fictional person’ because 
of certain dangerous ethical associations It is not always understood 
that neither of tliese objections precludes intense concern with the 
subtle psychology and iichly human action of which the plays are 
made 
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was slight justification for the long and still living tradition 
of Shakespearian idolatry, from the new and comprehen- 
sive sight novel splendours of the intellect and themes of pro- 
fundity and umversal grandeur continually and pleasingly 
emerge We ought not at all to be surprised at this, still less 
should we be offended We are used to regarding great 
poetry as of umversal importance, with meanings not 
limited to the partial and ephemeral But Shakespeare has 
somehow stood alone, and fbr too long, as a solitary figure 
of irrelevant magnitude True, \Ve cannot interpret the 
whole of Shakespeare, nor of Dante, nor Byron But be- 
cause we can never eichaust the meanings in a great poet, 
that gives us no authority to neglect what meanings patently 
are there Faced with a plenitude of meanings, we have 
asserted none it is an easy way out We must' no longer 
deny to Shakespeare a quality common to great literature 
the quahty of umversal meanings m the particular events 
For Shakespeare ,has something to say not only about 
human life, but about death, not only about England, oi 
Vemce, but the umverse It is generally denied that Shake- 
speare IS a rehgious poet But the religion of gieal poetry is 
seldom housed in direct and emphasized anthropomorphism 
poetry is by nature non-theological Watch even Dantc^s 
varied penphrases for ‘God% or Milton’^s avoidance of dra- 
matic stress on I the supreme being The Hound of Heaven 
works, like Jesus himself, by metaphor and parable Poetry 
;s metaphoric, its essential purpose to blend the human and 
the divme So those poets who aim primarily to speak of 
Grod^ do so m terms of man, and Shakespeare, speaking 
with the accents and intncacies of gtfeat poetry of man, 
spgaks accordingly of God \ \ 

f^he Shakespearian play^slmws ayclose-inwoven teivtuic 
ofpersonal thinking with some objective and pre-existcnt 
story Philosophy is entwined with action and event Shake- 
speare’s philosophy IS infinitely variable, not static, as 
Dante’s King Lear may be Senecan, but Macbeth is Christian 
His philosophy may vary within one play You cannot^ 
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theiefore ever find by abstraction Shakespeare’s ‘own’ 
philosophy ol life his massed ^statenaent includes many 
philosophies, but IS subject to none Any one play is properly 
cxtravdimensional to philosophic lh6ught Macbeth is, as it 
were, a solid of which the length may be a Holinshed story 
but the height a Christian philosophy of grace and evil, and 
the breadth Shakespeare’s own emotional experience 
Gi iticism, aware of the two-dimensional nature of the pblo- 
sophic intelligence, often asserts that such imaginative 
solids are unmteipietable Which is nevertheless an error, 
since a Shakespearian play, though it may be complex, is 
yet fai less so than life itself, which the philosophic intelli- 
gence has invariably considered a fair quany To apply in- 
telligence to the whole art-form is not the same as abstract- 
ing from it those elements only that seem intelligible There 
IS, indeed, no excuse for mental inaction What happened 
was really this criticism came to an impasse Those ele- 
ments m Shakespeare it was accustomed to analyse were, 
certainly, all but exhausted by analysis as when tunnel- 
makcis come to a nasty piece of rock A httle dynamite, 
however, may open out new progress So, by attending as 
wdl to imagery and symbolism as to thought and action, 
to tlu ihythmic curves ol poetry as well as to ‘character’, 
we touch the iichd dimensional quality of the Shake- 
jjpearian ciuition lhat does not mean that we now attend 
only to those elements passed over beloie, rather that we 
attend afresh to the whole pattern I have not, m my own 
inUiprelations, neglected to analyse persons or events but 
I have taken them together with, and m terms of, the 
whqlek / / j * , 

(l^rom such intu predations' you become aware of the 
dominating Shakespearian themes, of love and hate, 
warnoislup, kingslup, ideas of state-order, conflicts of life- 
foiccs and death-foiccs, patterns of romance-fulfilment and 
the tragic sacrifice, and difficult visions that go farthei yet^f 
My two most impoitant results I take to be (i) the dis- 
J^fcoveiy ol tiinpests and music as dominant contrasted sym* 
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tolic impressions throughout the wholcj or nearly the 
whole, of Shakespeare, and (u) my reading of the Final Play^ 
as visions of immortahty crowmng Shakespeare’s work and 
to be given as serious attention m their peculiar quality a< 
Macbeth and King Lear in theirs Though geneial acceptance 
of my contentions is not as yet apparent, it will come, if not 
soon, then late Critics are sometimes, quite naturally, alien 
ated by novelty and tend to read into vividncsis of statement 
a ngidity and schematism which are not necessarily im 
phat To safeguard my essay fiom misunderstanding I next 
shortly ou tlin e what I take to be the nature of a Shake 
speanan play, using a succession of simple headings (i) 
Howitwas made, (n) What it is, (m) What it does, and (iv) 
How It does it These are chosen to prepare the way directly 
for my ideas on productidn The formuhtion of scientific 
stage prmaples follows logically from any understanding of 
Shakespeare’s positive and challenging sigmficance 

I HOW IT WAS MADE 

In answering this question we must avoid a limited exacti- 
tude What we mean by Shakespeare’s Macbeth was not 
caused solely by Elizabethan stage conditions, by Shakes 
peare’s own experience of the terrors of a guilty conscience, 
by any one person or any number of persons he had met and 
observed, by a story, or stones, fiom Holinshcd; nor by a 
desire for box-offite receipts, nor in order to please Burbage 
Mnthagoodpart Probably ^1 contributed There is nothing 
strange in that there are as many contributory causes tor the 
writing of this book Any act, artistic or otherwise, is poised 
into esastence on a scaffolding of numberless convergencies 
Shakespeare Was a literary and dramatic artist working 
m tenns of stage technique He was, moreover, a man of 
spintuai sensibiht 5 r with a keen and able mind By^the time 
be wrote Macbeth he was fiurly sure of his public Lately he 
had been tummg out tragedies and writing more power- 
than ever He now feels like attempting a darker 
Pragedy than ^ny before 
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Turning over some favouiile authors he comes acioss an 
old Scottish story The name ‘Macbeth’ thrills him It 
rhymes with death Another play will be needed shortly to 
act before the new King from Scotland A Scottish play 
would be apt Morcovei, tlie Scottish setting, witli its weird 
and Gaelic associations, the deep-sunk legends and supei- 
stitions that cling to lonely glens and rmst-scaifed hills, all 
appeal to him He begins to feel his play as a quahty, it 
lakes colour and some vague proportion m the womb of his 
mind I his play will deal with black, abysmal, and super- 
natural evil 

But for the very setting it suggests the story of Macbeth is 
unsuitable Macbeth killed the King of Scotland openly, a 
declared rebel, whereas what iS wanted is a central act 
essentially dishonourable, dastardly, and unforgivable 
Something that would keep you aw^e at night He turns 
over the pages of Hohnshed and decides to borrow the crime 
of Macdonwald and fuse it to his story Then why not call 
Ae play Macdonwald'^ No, tliat would never sound so well 
The play is to be Macbeth he is sure of it And it is, to be 
more intense, moie soaked m horror of blood, more abyspial 
m Its soundings, than any play his public has seen They are 
still drawn to tragedies of blood winch is fortunate, since 
his tiagic gemus has more work to do Bui even if they were 
not, at tins stage m his career, he would not care His 
imagination is now poweifuUy at woik, a hound at the 
scent 

There is one difHculty Julius Caesar was killed grandly 
on the stage, and the scene was a great success This murder 
must be more powerful still, yet somehow no sort of open 
and active assassination will be so siclceningly evil and 
nightmarish as his vague idea demands But action is his 
usual medium, visible action IIis idea demands, it would 
seem, a dramatic loss which, he has long ago discovered, 
must be impossible, since the two arc not properly distinct 
There must be a solution He remembers how heavy the 
atmAftnhere of evil is to be the Scottish and Celtic twihfeht 
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of It, the mystery and supernature, the very mysteiy of cvi 
and then sees how the crime will be ten times mou powei 
fill with a mysterious and spiritual daikncss, il dom oi 
stage Vague impressions float bcfoie him an aii«diawi 
dagger, questions, fear, the shrieking owl, knoclant^ th» 
gate Why, the tbng is half-way toward completion Ih ha 
the central act and dominant tone something like thost 
nightmares that racked him ten years ago wIkii In wa? 
wnting happy plays and everybody thought him so nutty 
He can still hardly bear the memory, even now sometimes 
corpses nod ovei his bed at midnight Yes, but he will have 
his revenge, make the action of his new play pn sent a living 
mghtmare, and once and for all pillory those tortmes of the 
mmd in poetry 

As he writes, old images and thoughts fiom Jke Spmsh 
Tragedy and his own Henry VI and Luciece cluslct in his 
mind He uses all past impressions that fit Hedoesn*tstaich 
for them, but knows they will come, racing like filings to a 
magnet, all he has ever seen or heard that fits the Mmhth 
idea Richard III is built into his new play, and the Q.ucen*ii 
forebodings in Richard II The patteui of Jfuhus Camr iif 
closely followed And all the time he is drawing, too, on 
past emotional experiences of his private life His Eliza- 
bethan sense of kingship and the necessity of order m the 
state, his terror of anarchy, play then part Unconscious 
and conscious elements bind and fuse together As for stage- 
technique, this IS instinctive and mostly unconscious he 
hints and creates mevitabiy m teims of it He will not lor- 
^et to so arrange his short and long scenes that one can be 
flayed while the other is being set He hears Buibage’s 
'oice, and stage thunder crashes m His mind drums,' 
larums, hautboys sound These are his meiest grammar* 
bt two thmgs trouble him 

He has neve^one in much for flattery » but this is a 
>ecial occasioi/ The newly crowned King James was Kmg 
f Scotland bef^ coming to England And he is, as it hap^ 
ens, an authonty on witchcraft |lolmshcd*$ three Wmrti 
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Women had therefore better be developed Yesj they wil 
^ be impoitant as the Ghost in Hamlet Creatures of evil, th« 
Gitek Furies Just what he wants, anyway how curiously 
It all works in together But how to please Kitig Janies with 
some more obvious flattery^ He ceitainly mustn’t be 
allowed to think this play a satire on Scottish monarchs 
which would never do And theic’s anothel point How, in 
so tense and whirling a drama as tins, to give Burbage a xest 
after the middle action^ He is beginning to insist on this 
nowadays and made a great fuss about Othello^ in spite of 
Desdemona’s Willow-song Possibly to kill two birds with 
one stone But how^ To have another king somewhere, and 
a change of scene England, necessarily They can go there 
for aid, and give Burbage his rest Without knowing pre- 
cisely why, he suddenly recalls Holinshed’s description of 
Edward the Confessor’s miraculous powers The very thing 
to contrast with the evil-tormented Macbeth, tone with 
other suggestions of divine giace, and give him a chance of 
flattery about the powers of healing to be handed down to 
tuiuie kings of England How strangely to the point these 
things turn out And what was that about future kings ^ The 
phrase worries him, something crying for attention Future 
kings ^ Yes, Of course, he will make it very clear that Mac- 
beth is not ancestox to a hne of Scottish Kings either 
Banquo’s descendants will be glorified Another fine philo- 
sophic and poetic contrast, and a reference to the future 
union of the two realms Two-fold balls and treble sceptres • 
His artistic conscience, however, is never for one moment 
tclaxed He alteis, selects, blends, copies, borrows, and so 
on, and for divers reasons But each and all arc, in the very 
instant of adoption, coloured and moulded by a single 
dominant and unwavering puipose Possibly he can’t say 
exactly what that put pose is The manager, perhaps, tells 
lum that a certain long passage by a gentlewoman des- 
cribing Lady Macbeth’s mental disintegration isn’t fair on 
the boy who acts the leading lady Why not show Lady 
‘^Macbeth’s pain m action^ Shakespeare thanks foi a second 
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imasinative significance, rejecting all oblique and subsidiary 
causes I do not stop at every moment to observe that 
Macbeth and King Lear were meant to be acted Not that I 
am Ignorant of this, but that I was never in doubt of it It is 
the same with a producer concentration on the ‘dramatic 
construction’ is not enough Unless he gets the idea behind 
the construction, he is impotent Certainly, you must always 
read with something of an eye for necessary compression ol 
action and character-condensation, which is also often true 
of an epic or novel But the dramatic medium need never 
preclude our sight of an intellectual profundity indeed, it 
assist So we will not be put off our stroke because a 
play, Shakespeanan or otherwise, was meant to be acted 
You* might as well hold up the mterpretation of Paradue 
Lost by saymg it was meant to be read 
In the final artistic meamng only such things exist for 
as an ideal spectator may be supposed to receive 
from an ideal performance In such a spectator’s mind 
issues -v^ nqt be raised conceimng the play’s composition 
He will not be busy subtracting passages from Plutarch 
from the completed Antony and Cleopatra, while givmg the re- 
mainder an extra degree of mterest as being ‘Shakespeare’s 
own’ To use again my favounte analogy a man in the 
wings of a theatre, though he may see more of the works, 
cannot get the producer’s prease message as well as a 
spectator m the dress circle He views from a wrong angle , 
fine effects are masked, groupmg becomes meaningless, and 
a host of irrelevances mterrupt attention - an anxious stage- 
manager, a bored prompter, a phlegmatically chewing 
stage-hand watching Cleopatra die, the wiies and spare 
flats and hanging floods all distract Similarly, to know 
that Shakespeare had to get bodies off the stage at the end 
is not constituent to a refined spectator’s artistic pleasure 
(which includes mteHectual sensibihty) during the grand 
cer«aonial of a Shakespearian conclusion, , Or rather it 
ought not to be It may before now have made a university 
pnfcsar happy to think of this wblsl listening to Fortinbras 
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or Caesar, but, if so, it was, I fear, an illegitimate and 
naughty enjoyment 


2 WHATl IT IS 

What, then, is this final result^ Primarily, an aural time- 
acquence, like music a sequence of impressions, thoughts 
and images, carried across mainly by audible words allotted 
to various fictional persons To these we must add sound- 
effects such as alarums, trumpets, thunder and music 
Visual details concerning the action are not emphasized, as 
i rule, by stage-direction, except in the latest group of 
olays, and then only with moderation It is true that the 
ext IS often itself richly descriptive but these are pictures 
AUthin the spoken word, so to speak That which builds the 
“‘ssential Macbeth^ which persists common to various read- 
ngs ^nd stage-performances, is outwardly at least aural, 
lot visual, though, as with music, the aural qan be received 
ly the ear of imagination in silent reading 
But through tins medium various things are got across 
There are conceptual thoughts, ideas There are also mind*^ 
nctures Shakespeare is crammed with visual impressions, a 
ham of them, blending one into anotlier very often We do 
lot visualize them at all clearly at a first performance or a 
list reading, but they are there nevertheless at the back of 
he words, semi-consciously received From this flux of ideas 
tnd images emerge greater units the developing persons of 
he drama, the action and general movement, the marshali- 
ng of forces of one sort or another The play is expressly 
lynamic, not static This is true of all Shakespeare’^s plays, 
>ut of his tragedies especially Compared with a drama of 
noie classical tradition the Shakespeanan tragedy is simply 
rammed with action You get from it a sense of intense life 
a conflict, development, and movement Whatever Shake- 
pcai e IS doing, one thing h clear he does it largely through 
he medium of action That is why Hamlet^s passivity is so 
laughterous See how Richard III is crammed tumultuously 
/ith tremendous events even for Shakespeare they arc ex- 
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cessive If we grant that Shakespeare expresses profundities, 
then we must be prepared to see those profundities ex- 
pressed in terms of intense dramatic activity Partly fiom, 
this denves his irresistible vitality and unanswerable impact 
Each play is an onslaught on die mind And action implies 
conflict We watch fierce contestants, men or piincipLs 
The ‘prmciples’ of the middle scenes usually become op- 
posing armies towards the end, the inner psychological dis- 
turbance tends to objectify itself as the play unfurls into 
open mditary opposition Observe how oflen armies aie 
brought on the stage, sometimes actually fighting, and how 
Individual combats may be auaal to the plot, as in Romeo 
and Julut and Hamlet These are surface symptoms of what 
is always embedded deep m Shakespeare the play’s signifi- ! 
cant action " 

The Shakespearian movement, whether of a whole play, 
or a scene, or a speecli, undulates it shows a ihythmic rise 
and fall There are vast waves of action, and, within each, 
subder minute crests and cusps, a ceaseless rippling varia- 
tion 

You may get a sense of speed-waves The nuddle action of 
Hamlet starts with a long scene of ordmary conversation 
The player’s speech wbps up the action for awhile, then it 
felb back, but not nght back, towards the poignant inten- 
sity of Hamlet’s meeting with Ophelia Then we have Ham 
let’s address to the players, woikmg up shortly to the play 
scene From now on the speed mcreases rapidly The King 
files, Hamlet’s answers snap back at Rosencrantz and 
Gmldenstem, the Kang’s agomzed prayer swiftly follows, 
and Hamlet’s entry, and Hamlet’s interview with his 
mothCT This mtervicw starts with a rapid dialogue 
to Polomus’ death There is a pause, Hamlet settles dow^ 
his purpose, the movement is dehberate, but quickly gams 
speed aS Hamlet loses control, he grows more wild and 
i^ys abuse, the action gathers, rises to, a climax, and the 
Ghost enters The Ghost’s appearance checks the whole 
movanent that started with the Play scene Hamlet is now 
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limp, his bolt shot, the Queen too the whole action is limp, 
The scene diags on like a wounded snake, with repetitions 
an intentional anti-climax Shakespeare’s art functions in 
terms of rising action followed by a fall He never fears an 
anti-chmax It is all done with curves, like a line of undu- 
lating hills After a fall there is continuation he never cuts 
off his action at a precipice 

The tragedies often rise to a crest of action about Act III, 
then, with variations, descend ^Julius Caesar, Macbeth, King 
Ijear, and Ttmon of Athens do this Othello, Conolanus, and 
Antony and Cleopatra rise to a later climax but the play does 
not close till the action is well completed and rounded off^ 
You get a pattern of the turning wheel of events, the rhythm 
and leverage of life swinging over You find it in individual 
speeches at a high moment, the ^yords gather power, yxse, 
maintain their height, then, wavering, sough back ® Re- 
member that grand moment in Richard II when lyrical 
Richard, brought before BoUngbroke, starts humbly, then 
grows swiftly in spiritual stature, takes on the tragic purple 
of dethroned kingship and sears his enemies with white-hot 
speech 

Indeed, the whole development of Rrchard to this mo- 
ment lepays careful attention He is first just weak, spoilt, 
careless and cruel, just like Marlowe’s Edward II But this, 
almost the whole of Maxlowe’s protagonist, is the merest 
beginning of Shakespeare’s Richaid Coming back from 

t Or so It seems to us today But the military conflxcts that the 
modem producer and audience find it so hard to take seriously were 
piobably far more important to an Elizabethan, and as nerve racking, 
probably, as the sound efiects in Jottmey*s End to us 

2 Contrast Marlowe’s technique m Except for the very short 
epilogue, the play is cut ofi abruptly at an especially violent climax 
Marjowt is always interested m his heroes mainly as individuals, 
Shakespeaic in the hero’s relation to hfc in general 

3 C’omparc s Henry XV, ni, i, 1 8-25, from * Wilt thou ’ to • itself 

awakes ’ Ihc suigcs pile up steadily to the word *clouds,’ and then fall 
back for tlu line following This is a typical unit See Macbeth’s Tf it 
were done ' * soliloquy, how it rises to a climax, and smb for the last 

four lines 
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Ireland he addresses the earth of England m words that 
recapture some of our sympathy and, above all, create m us 
a new sense of Richard’s sacred office His confidence m that 
blackens Bohngbroke with a single phrase Disaster closes oj i 
him and his tragic despair is so developed that he becomt s 
before our eyes unearthly, prince of a new world, a saint m 
sorrow But still he is England’s King, never more so His 
words to Northumberland pile phrase on damning phiast 
that leave his enemies, spiritually, crushed before they start 
to win Then again he reverts to saintly meditation They 
go to London But watch what is happening he is not fall- 
ing, but rising Step by step he climbs his miniature Calvaiy 
At last he is to resign his crown ^He does so, humbly 
Northumberland would next have him read a recoid of his 
misdeeds Now watch how the words g athci strength 

K Richard Must I do so ^ and must I ravel out 
My weaved up folly ^ Gentle Nortliumberland, 

If thy offences were upon record 
Would it not shame thee m so fair a troop 
To read a lecture of them^ If thou would’st, 

There should’st thou find one hemoiu. article 

Gontaimng the deposing of a Ling 

And crackmg the strong warrant of an oath, 

Mark’d with a blot, damned* in the book of Heaven, 

Nay, all of you that stand and look upon me, 

Whilst that my wretchedness doth bait myself, 

Though some of you with Pilate wash your hands 
Showing an outward pity, yet you Pilates 
Have here dehvered me to my sour cross, 

And water cannot wash away your sin 

Observe the references to Christ Here Richard towers over 
them all in spiritual Stature, king yet, the elected of God 
The scene rises to a climax at 'Containing the deposing ’ 
down to ‘damned m the book of Heaven’ , and then drops, 
but with a returmng and only slightly lesser crest, soon 
after It is all done with varied modulation, waves, curves 
And after tbs scene you have Richard’s parting with his 
wife, deep in the luxuriating sunset of sorrow, his medita- 
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tive listening to music in prison, his death Observe how the 
climax comes well before the end and the movement curves 
over 

This spiritual rise under tragic stress you get often enough 
the same happens with Romeo, Hamlet (towards the end 
of the play), Lear, and Cleopatra Shakespeare continually 
surprises not by remarkable events alone, but by revealing 
a continual and growing power in his persons Each is con- 
ceived according to the principle of growth, each tragedy 
IS a rise Marlowe^s Edward satisfies your expectation, 
Shakespeare’s Richard shatteis it, reveahng strength where 
you expected weakness Marlowe’s tragedy gives you a 
study of a failure, Shakespeare’s a revelation of giandeur 
Even the conclusion to Famtus presents rather a sublime 
wriggling than a sacrificial suffering Marlowe’s tragic 
heroes are all ambitious materialists, and when they crash, 
they end Shakespeare’s are purgatorial pilgrims Shake- 
speare IS fundamentally Christian , Marlowe pagan For a 
Shakespeaiian tragedy haTalways direction and a positive 
thrust In developing his persons, in constructing a play, in 
writing a speech, Shakespeare is master of the seventh wave, 
crash follows crash, and when you expect exhaustion, and 
fear, after so much expense of power, a comparatively hmp 
conclusion, the seventh wave towers up, something you 
have never guessed yet recogmze as inevitable, and not till 
then, the return, the vast retraction, and silence 

That Shakespeare’s two dominant symbols are aural 
effects IS not therefore strange As I have argued at great 
length, the Shakespearian univeise turns about the axis of 
tempests and music True, many of the tempests are given 
wsual though verbal description, but many, too, are pre*^ 
>entcd m stage-directions of thunder A Shakespearian 
ragedy is Tull of sound and fury’ tlie action demands often 
Nourishes, tnimpets, drums, alarums, cannon, sounds which 
bridge the two opposites of music and thundei In terms ol 
nusic and tempest we can discover a ceitain recurrent pat- 
era m tragedy some sort of music near the beginning, 
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su^estmg peace, followed by the thunder of disrupting 
action and conflict about Act III, a falling bade to a daik 
serenity and melodious pathos, with often more music, 
usually m some way a broken music, in Act IV or there- 
abouts, and then the final tragic impact, usually after an 
armed conflict, often with stately martial sounds (as in Ham- 
let, Timon, Cmolcms) at the dose, which martial sounds may 
always be considered to blend the two antinomies of pure 
music and tempest-thunder ^ 

All these are merest samples There is much more that 
might be Said To difleicnt mmds different rhythmic varia- 
tions will be apparent And I have left unnoticed the ro- 
mantic Comedies, where the persons are on the whole more 
static, and a mus'ical and harmonious resolution is played 
out with some sort of tempest and division in the back- 
ground, and also the Final Plays, where you start with pure 
tragedy, and get a sudden reversd towards umon and peace 
The subject is mexhaustiblc Plays may often be considered 
as three - or four - vast waves of action, with intervals be- 
tween The usual act and scene headings are no use as 
guides, you must discover rhythms independently It is a 
good plan to think of the play as a anematograph sequence 
short scenes are not techmcally weak m Shakespeare You 
may get a flashed view of one army, then the other, then 
agam the first which gives a'sense of speed and action Bui| 
the order may also be most important fine effects are 
gamed by juxtaposition, as when Buckingham’s execution 
follows Wolsey’s feast and the King’s merry-makmg, There 
- are a myriad subtleties in all tins There is no looseness in 
tile mterhnked sequence and each hnk in the chain is the 
more massive for each and all that precede it The play 
gathers power as it moves It is more than an addition It 
increases like compound mterest Tragedy becomes a 

1 This patton charactenzes Shakespeare’s work as a whole, from the 
early romances, through tragedy and the mysticism of the Final Plays, to 
Hen^ VIII, Shakespeare’s iMt play corresponding to the pohheo riti 
sittc condusions of Handet and Tmm ef Ailteas (i 947) 
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massive swellmg river thundering into a serene and peace- 
ful sea Shakespeaie, rememberj does not fear an anti- 
climax And the temporal sequences in Shakespeare build 
something beyond the temporal, its crashing and mighty 
rhythms raise an architecture surpassing speech For, 
though the play be ‘full of sound and furv% it is very far 
from ‘signifying nqthmg’ 

WHAT IT n<!j^^ES 

So It will not foto^fthatjj^e are from exact analysis 

of imagery, syi^j^^and thou^^tf though a speech be a 
sound-sequence, not Whd'^vell unless tlie speaker 
has some degree Similarly a whole play 

^ will not move well uhflfe^tSit producer reali2es a lot more 
than the general rhythmic succession of big sounds Wc have 
stressed the importance of varied movement and rhythmic 
undulations, but this very vanety and rhythm depend ulti- 
mately on meamng of various kinds, and the meanings, 
once you start on them, are most subtle and comprehen- 
sive 

But, you may say, the plays were meant to be acted, and 
even an ideal spectator can at any one performance receive 
only a general sense of story and grand action Yet that 
general sense may be talcen to include an awareness of 
every word that has been said during the performance, of 
everything that preceded in its interrelation with every- 
thing else That is why one experience of a great work is not 
enough, we must grow to know it ShaJvespeare, like the 
Greek dramMists, preferred plots not entirely new to his 
audience, for the edrly scenes should gain power from some 
knowledge of what is to come Ideally the whole play should 
be scmi-consciously in the mind at every separate moment 
of It The final result will be a massed aica ol the mind, 
rather spatial than temporal which spatiaUty nevertheless 
includes the gathering power and ihy thins of a sequence 
It IS therefore both spatial and temporal 

As your knowledge of a Shakespearian play increases you 
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become more and moi^e intensely aware of a certain quality 
peculiar to it This can be held in the mind even after the 
events which help to build it are forgotten, indeed, the" 
ability to leave such an impression is the distinguishing 
mark of high imaginative literatuie This quality, though 
mental, is to the mward eye partly at least visual, spatial, 
an expanse The action of Macbeth will leave you a sense of 
certain imaginative areas You will see darkness and colour 
There is rich gold of bngship, crowns of sovereignty, ingots 
of world-power the poetry emphasizes them, the events 
build them Red blood streams, sticks on the hand Nature’s 
innocence is in the martlet’s nest, the tree borne by the 
crowned Child, Birnam wood Images of divine grace are 
frequent Night-birds wing the air Thunder crashes and 
lightning’s scimitars of flame gash the darkness Feasting, 
whether in state as with Dxmcan and later Banquo’s Ghost, 
or as suggested negatively in the horror of the Weird Sisters’ 
cauldron-stew of filth, is powerful So varied impressions 
may be allowed to group themselves into a new kind of 
dramatis personae of symbolic suggestion Those I have just 
noticed tend to divide into two camps of life-forces and 
death-forces which clearly relates to the mam action I'his 
IS how you may approach the more universal meanings of a 
Shakespeanan play in terms of certain sense-suggestions 
thrown up and biult in the mind by the story, its persons, 
and their words 

I have been cnticized for selecting cross-sections of 
imaginative correspondence - such as the kingship, ciown 
and sceptre references in Macbeth - without close reference 
at every mstant to their pecuhar contexts and order of se- 
quence m the play But we arc analysing the final effect of 
the whole play m an ideal recipient’s mind, or that which 
may be attamed by anyone after continual study In this 
whole result every part is co-existent though built of a se- 
quence it 1$ a sequence whose nature and end is to accumu- 
late Itself swiftly into that whole Every effect has a simul- 
taneous reference to its own context and to the whole To , 
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attempt to work along the time-surface of particular con- 
texts with each minute correspondenccj showing how this in 
Lts context throws back to that and forward to something 
else in theirs^ and to continue doing this, may involve 
subtleties and intricacies of doubtful value, and even of 
doubtful honesty, since you would never be able to start 
doing this on any wide scale without an already formed 
knowledge of the massed existence of such references with- 
out implications of sequence 

You can thus start to know the whole play, action and^ 
atmosphere, time-sequence and symbols, as a single, almosfei 
- but never quite ~ visual quality, built equally of action 
and sense-suggestions Notice how the mam action is often 
crystallized into some symbolic solidity, such as the three 
Apparitions in Macbeth^ the handkerchief in Othello^ the' 
caskets in The Merchant of Venice It is as though the aim and 
purpose of the play^s movement were to solidify itself And 
the whole result is weighty, held in the mind as something 
‘ponderous and substantiaF, it is still, though made of 
action; solid, though built of flux, or, to use Shakespeare’s 
favourite symbols, it is music created of thunderous and 
tempestuous conflict Passive, it radiates power, and, exist- 
ing subject to neither time nor space, it seems composed of 
both ^ 

So any poet’s resolution of conflicts particular to himself 
malces, in the whole art-form, a single quiescent yet potent 
passively-active reahty Moreover, whatever personal dis- 
tresses and conflicts of his day the artist bodies forth, the 
resulting stillness makes a sigmficant wedge into life expos- 
ing light for other genet ations with other conflicts though 
m Shakespeare the conflicts are genet ally universal enough 
with diicct significances^ for the modern woild ^ 

Many of our \difiic^tics - the matter of significant rela- 
tions mdepc nde^Jf^ / oidei, the mystery of a seeming still- 
ness made of mo\cinent, the paradox of a passive activity - 
are illuminated by our recognizing that the germ of com- 
position is an intuxtiYe perception of a certain stillness an 
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idea or quality Such an intuition will condition creation Ii 
will not necessanly come before the work is started^ but m 
must suppose there to be always a moment of conceptior 
durmg the early stages of composition, when the essential 
nature of the work to be is first properly apparent This then 
becomes the nucleus, preliminary drafts or ideas - if any - 
are re-coloured to tone with it, action and imagery clothe 
it, grow from it, cluster round it Or perhaps it is better to 
say that all actions, events, and images that clash with the 
central intuition are rejected it comes to the same thing No 
doubt such a process may be repeated more than once, as 
the work grows under writing and revision, with a develop- 
ing conception But we need not here multiply our troubles, 
artistic creation, like any other type of creation, is sometlimg 
of a mystery So we will assume a single cential, though 
dynamic, stillness at the back of the process, a hub of the 
turning wheel From this central principle you can begin 
to understand the work m its wholeness That is why, m 
interpreting a play’s intellectual meaning, you cannot or 
must not work fiom the surface However careful and subtle 
your eluadation of details and correspondences along the 
surface, you cannot give a dynamic interpretation without 
some sense of a whole either the whole play, or the whole 
of one aspect To do this you must intuitively recognize a 
central principle of some kind and call oil quotations only as 
evidence For example, I feel there is a mass of reftrcnccs W 
clowns, sceptres, and regal pomp in Macbeth and so, in 
evidence, I wnte down quotations ii respective of their 
order, since each relates, primarily, not to others, but to a 
certain centrality that gives them all meaning here a cer- 
tain sense-perception of the glories ofkmgship. At the centre 
af creation and understanding alik^ remain^ a stillness, the^ 
hub of the wheel ^ ^ 

And the completed result, as a whol^almres this quality 
of stillness, as the mn of a whirhng whejlia stil], or appears 
so From the action and movement is thrown up a spiritual 
edifice, a soli<i of the mmd, a cinemati^aph roll every tm- 



THE SHAKESPEARIAN PLAY SQ 

rolling of it m performance or reading rolls it mto a neiv 
solid in the recipient’s imagination A performance is there* 
fore not simply a sequence but aichitectorac, and makes a 
mmd-bmlding In Abt Vogler Browning imagines an organ 
as making of great music a mystic building, and in Cole- 
ndge’s Kubla Khcn the paiadisal dome could be ‘built in air’ 
by ‘symphony and song’ In describing fine architecture you 
might say it seems to be creating itself instant by instqpt 
this touches its expressly dynamic, rhythmic, and vital 
quahty, oppositely, I give corresponding emphasis to the 
sohd quahty of great poetry All great ait forces the minrl to 
understand the paradox of a rhythmic pulsing sohdity, to 
blend spaUal and tempoial conceptions It mtroduces us 
directly to that which is built of both and beyond both, 
space-tune, or eternity This is how Dante’s great poem, 
exphcilly projecting events m their eternal quahty, has an 
exact, imphcit, analogy throughout Shakespeare 

4 HOW IT DOES IT 

Tins pecuhar flexible-solid quahty of the literary art-form 
IS created by its limiting itself at some point The end stops 
the narrative accumulation, and that stoppage turns tlie 
liver into a leservoir, so to speak We must on no account 
allow a leakage In terms of an ait-form we can get a certain 
revelation, but only if we respect its necessary limits 
The convenuons of poetic drama forbid our complaimng 
at the technical limiting and compression by which the 
loving Othello’s, mdstnist is raised within a half-hour’s 
scene, or coruplaining of the speed of Faustus’ clock, or 
wondenng ho^ a man with lago’s peculiar tendenaes has 
hved in freedom until the play’s opening You must reso- 
lutely confinfe your attention within certain limits, you must 
leceivc the whole play, neither more nor less Consider the 
two mam types of play romance and tragedy These ex- 
press two primary ihythms the love-quest and the death- 
quest, and the feeling of rehef they instil is a relaxing of 
Niensions, that of unsatisfied love and that of unsatisfied life* 
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torn from it;s context, uprooted and dead But poetry gives us 
not the factual, which is dead, but the actual, which lives 
It aims to reintegrate our abstractions into their only propel 
context in the whole of life The cramming of such unlimited 
sigmficances into one short self-limited work neccssaril) 
forces the creation of staten|.ents and symbols at first sighl 
hard to accept The play’s limits, obsem, force the crca 
tion of miraculous events which m turn are to be under 
stood in terms of those aitistic limits The problem of the 
New Testament is closely related Such stiangc events, we 
had better say, are true m their context and as part of the 
whole certainly, they are always most important for oui 
understanding If you lefuse them your ‘willing suspension 
of disbehef’ you mutilate that whole and its meanmg, but i 
you focus the whole pattern, no less and no more, infimte 
vistas are opened Tbs is particularly to be remembered m 
readmg the Fmal Plays Thus m Pericles you must give the 
same kind of assent to the miraculous resurrection of Thaisa 
as you would to the raismg of Lazarus m the New Testa 
ment 

To put it shortly, poetic drama does something both more 
difficiilt and more important than the realistic plays of to 
day But it can address the mmd only through use of con 
ventions The conclusion to Measure for Measure can be 
understood only firom a formal acceptance of the pecuhai 
q^uahty of the whole play Finally, every play demands a 
different kind of acceptance so that the peculiar convention 
of a work of art is Aat work of art itself Hence the im 
portance of pure acceptance as the condition of understand 
mg as when you the more easily do a complicated calcula 
tion in mathematics by agreemg that a letter shall stand for 
a number, and by so doing work out an answer true for all 
values of your letter that is, an answer of umversal quality 

To sum up» (i) The Shakespearian play is a creation of in- 
tellectual and imagLstic compleaaty demanding and ex- 
haustmg all our powers of anbysis (u) This is not mcono 
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patible with what we may suppose its manner of composi- 
tion (in) It IS primarily an aural time-sequence with 
rhythmic modulations (iv) It nevertheless creates in the 
mind a result that may be imaged as spatial and vis- 
ual, solid and rich in sense-suggestion, which spatial 
result IS n^evertheless wound into the mind along a time- 
sequence, so that we must call it some sort of a ^space- 
time’ creation, tuning our minds to full awareness of its 
space-time dimension (v) This, its particularly universal 
and eternal quality, is closely related to the proper use of 
conventions 

Next I build from these some general principles of actual 
production I shall concentrate mainly on the Tragedies, 

I which raise most clearly the crucial problems But what I 
have to say applies with equal force to all except the more ^ 
farcical elements in the Comedies 
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THE THEORY OF PRODUCTION 


The producer should be aware of the play’s metaphysica 
j Y 1 wholeness He must not consider HamU 

and Macbeth just good stories with occasional ‘dramatn 
situations’, no modem producer would blunder like thai 
With a Galsworthy play Close intellectual mterpretatior 
must come first which interpretation, if, shall we say, o 
Macbeth, involves numerous subtleties ^ But the closest at 
tention to details, unless also vitalized by a sense of some uni 
^1 prove frmtless Macbeth must be seen first as a 

conflict of life-forces and death-forces, and not until this, or 
some otoer general pnnaple of similar status, is grasped 
can surface detads possibly find their proper places I have 
heard Othello called a poetic melodrama without modem 
meamng or any univeisal reference That is, indeed, the 
current academic view of it, certainly it is usually produced 
as such But It IS aU wrong, utterly wrong The theme of 
omio IS as human and umversal as can be Desdemona is 
the eternal prmcSple of romantic value, lago, the insistent 
Jmon of demal OtheUo, like each of us, is caught between 
th^e lago IS devihsHy clever, Desdemona, divinely beauti- 
M Not only IS Othello’s story not irrelevant to us we slay 
Desdemona half a dozen times most days of our life Within 

I For (acample at Macbeth, vr, lu, 186, Ross addresses MacdufF 
Your eye m Scotland 

Would create soldiers, make our women fight 

''*“’** simultaneously preparing re- 
tXSl'fr antidote ‘tteate’ and Voaen’ rtfer^mpectfvefy 

tneanmgfiiUy The obvious mistake is to speak these lines to Malcolm^ 
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the human action of any great play eternal conflicts are dis-- 
played , 

So the pioduccr must not deduce his business from the 
play’s surface He must make, as it were, a leap to the in- 
ward meaning and use the play’s surface as expression , 
must not be content to start where Shakespeare left off, but 
rather start with Shakespeare and go with him Though 
seemingly iriational, this is a process of universal applica- 
tion Myowninterpretationsaim to obey this law They are, 
m a sense, re-creations, not translations, and this because 
they uncover some central and unifying idea, giving it next 
a new structure in interpretation I have been warned that 
my essays are not the same as Shakespeare, I have also, 
aeriously, been warned that they cannot expect to supersede 
Shakespeare I suppose a perfect description of A M%d^ 
mmes Mghfs Dream would be a reflection of it, a i e-creation 
>imilar in every way, and only Shakespeare could do that 
But, indeed, it would be that same play, which we have 
ilready Interpretation will always be a development in a 
lew medium of some central idea of wholeness in the 
iriginal, grasp of that central idea forcing a vital re-creation 
[t IS the same with production You must make a leap into 
he abstract in order to realize the concrete, that unwinding 
rom one roll into another to which I have before referred is 
lot so simple as it at first appears Theie is something about 
he human mmd that necessitates this zig-zag leap m all en- 
leavour We must abstract In our attention to the widest 
ssues of life, we always abstract Science, philosophy, his^ 
ory - all are abstractions Indeed, abstraction conditions 
ill conscious action But the best way to regain full concrete 
)erccption of particulars is the religious way, to make the 
me grand abstraction and leap of intuition and name it 
Jod, seeing next everything as expressions of God That is 
LOW the religious attitude is finally more concrete than 
»thers, why it touches the actual as they do not, why the 
ccount of the creation m Genesi^s, by putting it all on to 
Sod, IS the only finally satisfying account of creation in its 
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wholeness that we have Enlightened abstraction is half- 
way to concrete understanding So the producer who hopes 
for any sohd and concrete result shirks at his penl the effort 
of intellectual abstraction 

He has to get the play from the text on to the living stage 
It IS rather like moving a delicate piece of furniture or 
machinery Carry it bodily across and bits will be broken 
off It mdst be carefully taken to pieces and rebuilt The 
producer should be able to hold the play in jig-saw bits in 
his mind, to sort them all out, to build with them and re- 
create the whole from understanding of its nature Such 
understanding gives him full powers to cut, adapt, even, on 
rare occasions, transpose, according to circumstances, he 
has to consider his stage, his company, his audience The^ 
feeling that cutting is sacnlegious derives from a totally false 
reasoning The producer’s business is not translation, but 
re-creation It is, however, true that nothing more swiftly 
and irrevocably gives a produce! away than unenlightened 
cutting or iniquitous transpositions and additions You 
must by thought and intimate acquaintance acquire the 
right to do these things I have seen a production where 
^Ophelia’s description of Hamlet’s mysterious insanity and 
newly-dishevelled appearance was cut, presumably so<hat 
the hero might, as is, I fear, usual in every Hamlet I have 
seen, walk about in a particularly spruce and attractive^ 
black suit during the imddle action The Merchant of Venice 
often starts with merry-making, despite Shakespeaic’s con- 
trast of Venice with Belmont in point of liagedy, and the 
accordingly emphasized melancholy of Antonio’s first 
speech 

You cannot properly produce a play without some sense 
of It as a whole But you often find actor or producer saying 
^That IS a good and profound idea, but it is not dramatic’ 
whereas a good idea concerning a great play must be dra- 
n^atic, otherwise it is a bad idea, not a good one Probably 
the good idea relates to the play as a whole, and may thus 
be incompatible with some easy but irrelevant dramatioi* 
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thrill The immediate and tiansient dramatic eflFect * 
everything I have known an actor very naturally ^ 
gaining a round* of applause after a long speech, w 
scene, but, had the action been truly holding its aud ^ 
applause would have been impossible Some pj. 
exphcitly ask their audience not to do this To con l 
scene on a powerful climax may miss a far subtler and^^^ ^ 
Shakespearian effect of anti-climax I have even kno 
curtain brought down on Juliet’s death Certainly y ^ 
get more applause that way But getting applause is ^ 
chological trick Certain gestures, certain climaxes ^ 
ways of drawing the curtain§ to tempt fresh claps 
desultory audience, all call it down But let the pj- ^ 
beware lest, like Samson at Gaza, he pull the whole 
of art crashing to destruction on his own and his cornn ^ 
heads A touring company used regularly to bring 
curtain on the murder scene in Macbeth with a 
actors waving swords and shouting, ‘Well cont ^ 
There was great applause Then up came the curtai 
swords of the encouraged company waved and 
again, and renewed volumes rolled out, ‘Well cont 
\ye-ell con-ten-ted Thunderous applause Then all^^^^* 
again, as long as the audience would clap I suppo 
must be called a successful dramatic climax But 
^ farther from the play’s meaning at this pomt could s 
be imagined You would think they were all pleased ^ 
duff included - at Duncan’s murder What was call 
was, of course, a sullen murmur from a few - and 
- of the crowd Or, if this makes an undesirable concl ^ 
then let the producer cut the final speech, and 
Banquo’s words, and the crowd’s ‘So all ’’ This is, I 

■word 


example of what the theatre too often means by thc**^* ^ 


‘dramatic’ 


Thinking not of individual moments but of the whole 
the producer will study to make the grouping and 
continually reflect, not the passing incident only 
urelation to the whole The whole play should olten^* 


Its 
seem 
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implicit m the particular moment Such a technique is often 
almost forced, as with the fiist entry of Antony with Cleo- 
patra Buf even tbs is sometimes distorted, with no play of 
pageantry or digmfied centrahty for the two protagonists 
Tbs quality of the significant moment, continual in Shake- 
speare, can often be greatly forwarded by careful arrange- 
ment You can often suggest additional imphcit signifi- 
cances where the text at first sight gives you htile help 
Usually we find fertile instances in the text delibeialely 
blled in production Romeo’s '0, I am fortune’s fool’ has 
been given no particular emphasis and drowned in other 
noises^ and Macduff’s ‘Wherefore did you so^’ spoken with- 
out challenge in either position or utteiance At every mo- 
ment the production itself should seem aware of the whole 
play’s meaning 

Production should embody the quality of the text m other 
ways also Shakespeare’s writing vanes widely from pure 
colloquialism to elaborate poetic digmty Othello provides 
an excellent example Othello’s meeting with Desdemona at 
Cyprus IS something of high romantic fervour and the 
poetry swells out with symbohe suggestions of a particular 
kmd The use of guns here is most important^ You see the 
happy wamor, victorious over man and tempestuous seas, 
steppmg from hard wamor-triumph to the peace of a 
radiant love Tbs follows a dialogue of pure colloquialism 
between lago and Desdemona A change must be appai ent** 
Othello’s entry will be rich in glamour, piobably ccntial 
and raised, the general effect a tableau In a recent produc- 
tion Othello and Desdemona met in what looked like an in- 
tenor, with no imphed suggestion in the action of any war- 
like exatement or thunderous triumph, no thought of 
battlements frownmg over a tempestuous sea There was no 
' crowd pageantry - wbch you can, of course, get with quite 
a few actors - no interpretation of the peculiar quality of 
the scene The protagomsts met as two lovers might meet 
anywhere Nor was there anytbng particularly stnkmg in 
Othello’s dress to suggest the magnificent wamor Or witb^ 
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Ktng Lear The middle scenes are highly fantastic How often 
io you find this madness extravaganza given sensitive pre- 
lection m grouping, action, and speech^ Tins, the heart of 
the play, is a world rocking at its foundations Naked Tom 
must not sit up to a table with Kent, the Fool, and Lear as , 
though they were all having a comfortable evemng meal 
rhis massive play works up to so transcendent a fantasia of 
mental agony, which cannot be properly given without care 

Today we have two mam vaneties of failure We have the 
production that gives Shakespeare as strong melodrama, 
anfoitunately somewhat over-cumbered with archaic poeti- 
:isms, but nevertheless with enough story and interesting 
jituations to make it worth doing This type gives you no 
sense of any extra levels of meaning, and you get no feeling 
or the art-form as an organic whole Recently I saw such 
1 production of Romeo and Juliet It was highly praised Its 
technique was slick and finished and perfectly timed The 
acting was good But there were no undercurrents of signifi- 
:ance It was smooth melodrama, not poetic tragedy You 
yot no suggestion of tableaux in the meetings of the 
Houses, the fights were randora sword-clinkings drowmng 
words, street-brawls, no more, music for some reason most 
inappropriately blurred Mercutio’s descriptions of Tybalt, 
the Prince, representative of civic authority, wore a helmet, 
the Apothecary scene was given hurriedly as nothing moie 
than a necessary action link, and the final scene was 
arranged incorrectly with the tombs down-stage Almost 
every scene ended with a black-out What complaints I 
have against all this will be cleaier later For the moment, I 
mggest merely that this was a typical modern production, 
excellent, professional, and mechanical The sets were a suc- 
cession of separately pleasing and tasteful scenes, not over- 
eahstic, but bound together by no sort of permanence ^ The 
time-stream of event was given with smart unvaned pace, 
but no deeper suggestions, no spatialized and spiritual 

I Perhaps unjust the soft colours created an aimosphmc unity that 
hands the test of memory (1947) 
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architecture, took shape before the inward eye In tl* 
whole production I detected only one really creative stroki 
I -vyas told by a friend, Prof Gilbert Norwood, that one pe 
formance was exquisite, but he left me to discover which 
selected the one he meant Tybalt I found impressivi 
original, significant, though I could not tell why Prof No3 
wood had the reason the part was pei formed with d< 
lib^ate fehne suggestion in make-up and action The resu 
was remarkable Observe (i) that this was gained by d( 
velopmg something already in Shakespeare, the associatio 
of the name Tybalt with cats being pointed in the text, an^ 
(u) that such significances can, as Mr Ehot has said c 
poetry, commumcate before they are understood I did no 
myself get the point, but recognized, and in some sense ap 
predated, the significance Similarly, in my own produc 
tions, I do not expect an audience to be conscious of all th 
issues raised m my own mind durmg rehearsal All one ask 
of an audience is imaginative receptivity but you must asl 
more of your producer - the producer must have ideas 
Must have ideas And yet these, too, can be disastrous 
Which bnngs us to the second type of failure the would-b( 
‘symbolical’ production, which saddles Shakespeare witl 
elaborations that do not properly relate to the play I hav< 
heard of the Weird Sisters being brought on at the end o 
Macbeth y or, maybe, only flashed in silhouette on the scene 
This IS qiute wrong The poetic atmosphere of Macbeift 
changes towards the close Murk, nightmare, and confusion 
are replaced by daylight, purpose, colour Macbeth has 
woken up The prophecies are revealed as having natural 
fulfilments The supernatural has melted Macbeth has 
supped full with horrors, and direness no more frights him 
There is here no place for the Weird Sisters Recently I saw 
a well-acted and skilfully produced Hamlet The whole was 
melodious and enjoyable, harmonious to ear and eye alike 
Visually you received impressions of an almost Oriental 
splendour The hghtmg was subtle and subdued, a Celtic 
twilight brooding over the action, quite alien to the star]| 
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intellectual quality of the play There was some cleverly 
disciphned crowd-work the company was especially good at 
circular crowd-swirls, interthieading into a vortex and un-- 
winding very prettily But all this was not very useful for 
^Hamlet After the play had unsettled the King, the courtiers 
and ladies circled for awhile like the blessed spirits in 
Dante’s Paradise, ladies clustered over the dead Queen at 
the finish like Dante’s ecclesiastical Rose, and the King 
died on a glorious pirouette Such lovely circles, however, 
are scarcely suitable for Hamlet The play expresses some- 
thing more angular, emgmatic, out of joint like a broken 
arm Antony and Cleopatra it This 

luxuriant harmony characterized the whole The perform- 
ance was a joy It lasted four hours, and I could have heard 
and seen it all over again, but there was too little of Hamlet 
in my mind I have known the Merchant of Venice seriously 
mishandled It was a very 'original’ production That, to- 
day, means, I fear, that all sorts of queer and wrong things 
happened that bore no relation to the text The caskets, 
which should be dominating and solid, were painted on an 
arras falling down the side of a higher stage-level Not dis- 
tinguishing them, one felt hot during Morocco’s speech, sus- 
pecting a mistake Fmally he produced the caskets’ contents 
from the wall I still don’t know how When Bassanio’s turn 
came there was not even the wall He stood fingering the 
keys and speaking ‘This time’, I thought, ‘something has 
gone wrong ’ But the higher level slowly rpse during his 
speech, and, by the time Bassanio was ready, the caskets, or 
pictures of them, were m place You see, none of this illu- 
minates the text, and much of it will distract and often con- 
flict violently with words spoken During Bassamo’s speech 
in the first scene describing Portia to Antonio the stage be- 
lund the speakers slowly opened, and Portia was supposed 
to use - actually the machinery went wrong - sitting on 
Belmont the words did not need that sort of pointing But 
here is something we may approve the Cp,uldron scene in 
Macbeth has been done with voices off and Macbeth tossing 
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restlessly on a couch That is far from an ideal arrangement 
but observe how it at least preserved the spirit of the pk) 
and relates to the numerous nightmare references m th 
text 

I follow these preliminary and general remarks witl 
more exa^t argument This I piesent under certain separate 
headings related to those of my first chapter 

2 MAINLY TEMPORAL AND AURAL 

The Shakespearian play is composed of a time-sequence o 
sounds The sounds - words and additional effects - are, a 
It were, given The producer has to make them live, exprcs 
them in human action and stage-arrangements anc 
machinery of various kinds and give them an appropriate 
setting Nevertheless, it is well to remember that the sound* 
come first Nothing must smother or distort them 
Shakespearian speech demands close and subtle atten 
tion, and its satisfactory rendering is so difficult that we ma> 
safely call it, on the whole, impossible ^ That need not pre 
vent us from doing our best The main principle already 
laid down for production applies to speaking in particular 
You must capture the underlying expenence of the woids 
and so, living m the thought and emotion, let the woids 
give them poetic expression An actor with a good voice 
may well think he has only to give varied vocal embodi- 
ment to fine rhetoric, side-tracking the intellectual content 
He may feel the poet has done all that for him, and all he 
has to do IS to build from the poetic result But it will not do 
He must get at the experience behind the words, suflFer each 
swift change of thought, actually see, or aim at seeing, the 
phantasmagoria of imagery, till each phrase be variously 
and dehcately tinted from within by the blood-essence of a 
I Remember that no one properly hears his own voice It is easy to 
y<m intellectual understanding deceive you as to the power and 
beauty of your vocal projection You hear your own voice partly from 
ivltiun the head It is usually pitched higher and with less variation than 
the speaker supposes A good plan— if you can stand the shock— is to 
lavc a record made* 
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felt Significance A beautiful and melodious voice may be- 
come a danger, each note and curve, however exquisite, un- 
less closely related to and disciplined by the inward signifi- 
cances, may result in a collection of graceful corpses, per- 
fumed with death 

Often today you get a stagey ring If analysed, you would 
find, I think, that this stagmess reduces to a senes of em- 
phases out of accord with the meamng, especially a ten- 
dency to strike a ringing anvil-blow on some not particu- 
larly emphatic monosyllable at a line’s end, a fault which 
often seems to attack actors with exceptionally beautiful 
voices 

I offer some examples of the subtlety Shakespearian verse 
> demands of an actor In a mood of despair Hamlet thinks 
how he 

can say nothing No, not for a king 
Upon whose property and most dear life 
A damned defeat was made 

I suggest that he speaks in a black mood, but, rismg out 
fiom it comes the thought of his father, and the quality of 
the phrase ‘most dear life’ should be reflected m the light of 
the eye, the flicker of a smile, for a fi action of time before 
the mood recloses on ‘damned’ If this were ordinary talk, 
such a physical change would within one mood be impossi- 
ble but such poetry reveals qualities of thought, not tricks 
^ of behaviour It is highly complex, exposing extra dimen- 
sions of human experience But you must never get too far 
from the appearances of ordinary speech Consider Ham- 
let’s lines to his mother 

Look here, upon this pictuie and on this, 

The counterfeit presentment of two brothers 
See, what a grace was seated on this brow 
Hyperion’s curls, the front of Jove himself, 

An eye like Mars to threaten and command, 

A station like the herald Mercury 
New lighted on a heaven kissing hxU 
A combination and a form indeed 
Where every god did seem to set his seal 
1 0 give the world assurance of a man 
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This IS my reading The first line is colloquial^ the second 
meditative The third rises to a more rhetorical timbre 
Next the specific quahty of each god is vocally reflected 
glory for Hyperion, awe for Jupiter, militaristic resonance 
for Mars with reverberations on the word ‘command’, and 
then a pure lyricism, a trilling ascent, for the next line’s 
imagistic grace and thin vowels - ‘hke’, ‘Mercury’, ‘lighted’, 
‘kissing’, ‘hill’, and the numeious ‘e’ sounds ^ It does no 
harm to dwell on the ‘kissing’ for an instant, poised there in 
mid-flight Then you drop back to matter^f-fact collo- 
quialism for the last lines The little unit has a poetic nse, 
meridian, and fall You must aim vocally to capture these 
rhythms already deep^b^dded m the meaning and alsc 
clearly embodied in the poetic expression < 

All this demands intellectual study You cannot get a 
speech properly across without understanding and living it 
But unfortunately the xmderstandmg it and living it will not 
necessarily get it across. There is the hard physical tech- 
nique of clear utterance, breath-control, and so on, and in 
concentrating on this you may quite likely lose all tlie rest 
It IS as difficult as golf 

A stagey ring is bad, and an academic sing-song worse 
But the wrong sort of colloquialism is perhaps worst of all 
some people who have no sense of metre split up the veise 
unforgivably, or point the meaning of each simplest woid is 
if talking to a child or a foreigner I have also heaid an 
actress whose diction was so perfect and voice so clear that 

I Compare Vernon’s speech in i Henry /F, iv, i, 97-no Observe 
Its ‘bird’ and ‘Mercury’ usages, and the way lightness of action is con- 
veyed by hght vowel sounds estndges, vomd^ glittering^ imagest spint^ cnisse^ 
thighs^ etc Contrast with this these lines from Hotspur’s answer 
Come, let me taste my horse, 

Who is to bear me like a thunderbolt 
Against the bosom of the Prince of Wales 
Harry to Harry shall, hot horse to horse, 

Meet and ne’er part till one drop down a corse 

The difference between the ‘characters’ of Hotspur and Prmcc Hal is 
here a matter of vowel sounds 
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you became conscious only of diction and clarity, forgetting 
the play, just as a too melodious voice, unless rigidly con- 
trolled by meaning, acts as a soporific You must avoid too 
much of any good thing The safest investment is constant, 
and significant, variation, with deeper notes for the appro- 
puate thoughts and images Shakespeare’s temporal se- 
quences, whether of speech or scenes or the fortunes of his 
people, continually move in waves* But the waves of voice 
must be closely related to colloquial variation and mean- 
ing, and yet again there are times when a single intensity on 
one pitch gives more power than any degree of colloquial- 
ism I seem to remember Violet Vanbrugh getting some 
such effect with Lady Macbeth’s invocation to evil m Sir 
Heibert Tree’s production in 1912, and I have never heaid 
It done so well since Incidentally, the Weird Sisters almost 
always fail by using too raucous and natutalistically vaiied 
an utterance, whereas surely they do better with a wailing 
note like the whining of a wintry wind 
Possibilities are legion Sudden colloquialism may be a 
stab of lightning across poetic sublimity, or vtce versa Each 
outlines, vitalizes, the other There is variation m pace to be 
considered Today speed is the danger The modern actor 
olten skips through the verse with a deadly facility One 
feels he is not living the experiences behind the words 
I think one should sometimes definitely pause on a gi and 
and glowing phrase, as though to cauterize the minds of the 
audience with its whitc-^hot iron In Othello’s jealousy the 
lines aie too often given as any old stream of fury to expiess 
a psychological state of ungoverned savagery Rather the 
implied psychological state is thei e as rough scaffolding on 
which to erect the carven edifice of great poetry Living the 
supposed actual experience is not enough you must live the 
poetic experience It is cleai that poetry does not )ust ex- 
press psychological behaviour Observe how illogically 
Oleopati a keep^ pouring blank verse at the messenger whilst 
unpaticnffox hismwS dramatic poetry is mainly concerned 
withe:xpies$ion of deep and complicated inward - or out* 
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ward - expencnces m terms of a most subtle intellectuj 
tcchmque So, though the actor must, according to his con 
ception, himself m part live Othello’s supposed fury, he is t 
make of it something very different His technique is to b 
as subtle and assured as the poetry We have all seen Othelh 
look like a big black man m a rage, and Macbeth at thi 
play’s conclusion like a wild and haggaid cnmmal run t< 
earth Just what they are and yet, are not The actor shouk 
feel something of that, but not look it, 01 sound it There is . 
repose and digmty necessary to the essential meamng of art 
Tn the very torrent, tempest, and, as I may say, the whirl 
wmd of passion, you must acquire and beget a temperanc< 
that may give it smoothness ’ The emotional limits of pui< 
naturalism are, anyway, quickly reached, and you ge 
shouts and rantmg that signify nothmg, whereas a clos< 
artistic control from the first, with definite, self-imposec 
hnuts, has an mfimte reserve of power Which is a pnnapk 
of umversal truth and applies to any art, and, for that mat 
ter, to life itself And then agam m any art there is a contro 
and digmty and classic grace that is the primrose way tc 
death which is, also, true of life in general The ideal pro 
ducer will know all this, and have actors, if he is very lucky, 
who can put it all immediately into practice 
What the actor has to do is, of course, somehow to get the 
blood-pulse and rhythmic beat of the hving lines, and also 
the wider wave-lengths of each verse paragraph, each suig- 
mg and dying movement, or the gathering up of a play’s 
power into one great moment of tragic dignity, such as that 
crest we have noticed already in the story of Richard II, 
and then the cadences, the solemmty, the aftermaths of 
peace The necessary control we are considering is one with 
the pomt we made in discussing RicWd Shakespeare’s 
teagic protagonists are not to be regarded as weak failures 
curiously gifted with oratorical power Rather they are 
voices giving outward show to a more mward quality! 
es^ressu^ the victory that is always bursting defeat like a 
bird freun an eggshell, reveahng that heavier and'morc' 
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>olidified world, that unruffled peace built of turbulence, 
the extra-dimensional music 

We cannot do full vocal justice to Shakespearian verse, 
out we can avoid crass blunders This infinitely subtle 
:orrespondence to each fleeting thought and delicate emo- 
tion need hardly ever be accompamed with gasps, groans, 
and sobs I have seen a six-foot Romeo lie on the stage 
making awful sob-sounds 

Wert thou as young as I, Juliet thy love, 

An hour but married, Tybalt murdered, 

Doting like me, and like me banished. 

Then might’st thou weep, then might’st thou tear thy hair, 

And fall upon the ground, as I do now, 

Taking the measure of an unmade grave 

The maximum of rhetorical power should be put into the 
fling and abandon of such a speech, but never for an instant 
should emotion overspill the cup of poetic control Too 
often we find simultaneously a fear of rhetorical abandon 
and a desire for crude expression in sobs and gasps Romeo 
should not be a big baby here, but a terrific poetic force 
Let the torrential flow gather up and crash over musically 
The bodily fall should be itself melodious, matching the fall 
of the line, while the voice correspondingly descends the 
scale, and aftei the grand swaying cadences of the last two 
lines Romeo must he still and silent The emotion should 
come through the words and action, not in extempore 
animal sounds of the actor’s invention 
In stabbing himself Antony need not gasp or grunt it 
makes you think something has gone wrong and he is really 
hurt 

Beside and beyond the words we also must consider off- 
stage sound-effects These are frequent and of great import- 
arice their neglect or sluinng is probably the most out- 
standing defect in modern Shakespearian production* I 
refer to trumpets, alarums, drums, cannon, tolling bells, 
and, above all, the thunder-tempests and music On these 
two latter, as I have argued at length, the Shakespearian 
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world revolves they, and all kindred effects, must be em- 
ployed exactly and powerfully Nothing must take pre- 
cedence over them If no other reasons existed, elaborate^ 
and detailed realistic sets would have to be ruled out for 
their rival and hostile appeal Off-stage sounds have a valu- 
able quality of mystery ^ and universality that certain sorts 
of visual reahsm will hopelessly mar They work most 
powerfully from a restrained and simplified setting 

Too often you find no mtelhgent emphasis on these 
sounds Often they are wrongly used Over the radio I have 
heard the Ghost’s entry in Hamlet accompanied by music 
This IS seriously un-Sh^espearian Music m Shakespeaie is 
always optimistically charged and deliberately contrasted 
with such civid and cosmic disorders as Horatio compares 
the Ghost to The Ghost, you may suggest, should then 
enter to thunder, like the Weird Sisters But Shakespeare 
gives no hint of this The elemental setting is neither one 
thing nor the other It is a cloudy night, ‘bitter cold’, with 
stars, but only ‘ghmpses of the moon’ Indeed, we never 
know qmte how to take this Ghost is he a spirit blessed or 
goblin damned^ It is the problem of the play The porten- 
tous figure is morally and aesthetically enigmatic hence his 
emgmatic elemental setting If we want a soimd-effect here 
we must devise - or search in the text for - something in 
between (e g wind, surf) 

This may all sound very super-subtle Besides, you cau"^ 
perhaps argue that this radio-music was evilly toned, like 
that barbaric music to which -the torture-procession passes 
in Flecker’s Hassan In Hasson^ however, the sensuously 
pleasing is throughout blended with the horrible after a 
fashion qmte un-Shakespearian Shakespeare, unlike Mar- 
lowe and Ben Jonson, refuses to allow sensuous delight to 
I Compare the powerful use of tom toms m Eugene O’NeiU’s The 
Emperor Jones, and that of the sound of a rushing tram in two modern 
melodramas The Ghost Tram and The Wrecker The modern theatre 
underrates the importance and dignity of convincing sounds m the same 
proporuon as it overrates the possibilities and power of visual reahsm 
Journo's End was a fine exception In Shakespeare the matter is crucial 
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associate directly with evil his negations are conflicts, never 
- or hardly ever - harmonies They thus have appropriate 
effects of battle-alarums and thunder 

I have also heard Juliet’s potion speech ruined by the 
introduction of mtemoattent thunder Shakespeare, one 
feels, would have directed thunder had he wanted it How- 
ever, it is a correct ShakespeaVian effect Why is thunder 
here fatal ^ 

You will find actual thunder does not accompany purely 
individual and personal psychic conflicts Such are often 
enough compared in simile and metaphor to tempests and 
thunder, but that is all In Julius Caesar and Macbeth the 
thunder accompanies rather a wholesale disorder^ a vision 
of almost cosmic, certainly of civil, conflict Though this 
may be related, as I have shown elsewhere, directly to the 
protagonist’s own inward disorder, yet that disorder is not, 
on the stage, accompanied by audible thunder Brutus 
meditates in his orchard, Macbeth and his wife murder 
Duncan, in silence the poetry speaks of whizzing exhala- 
tions or tells us that the mght has been unruly, but there are 
no stage sounds Indeed, the quahty of these two scenes is 
pre-enomently one of hushed tensity Lear certainly stands 
alone - or almost so - addressing an actual thunder-tem* 
pest, and thunder previously blends with his determination 
to go mad lather than weep, and intermittently accompan- 
ies the cracking of his reason later But, first, Lear and his 
setting are peculiarly blended and both peculiarly cosmic 
the tempest relates to Goneril, Regan and Cornwall and 
their cruelty also, indeed, to the whole conception of con- 
flict within creation on a wide scale And, second, the out- 
standing and memorable effect of these moments is due to 
their exceptional daring - indeed, it is probably this that 
does^most to make us feel Lear himself as a cosmic forcei 
Fearful supernatuial beings - the minatory Jupiter m 
Cymbeline^ Aiiel and his ‘ministers of fate’ m The Tempest^ the 
Weird Sisters and then Apparitions in Macbeth - all may 
have thunder But observe that a ghost never does A ghost 
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islo be considered less than a human being, but a divine or 
wholly supernatural figure is by way of being a univeisal 
force So thunder is never domestic Even lor Othello^s 
jealousy it would be grossly out of place for Juhet*s mental 
conflict in extreme and pathetic loneliness it is quite im- 
possible You cannot help feeling Lady Capulet ought to 
hear it and come to see what Juliet is thinking about so to 
upset Verona’s summei weather It is easy now to see why 
thunder is never used in Hamlet^ so eminently a psycho- 
logical play, and why the use of ear-sphttmg cracks, to- 
gether with a black-out, at the entrance of the Ghost in the 
Closet scene, where Hamlet alone sees it, may be particu- 
larly distressing You feel sure the Qjieen must have 
noticed something ® Actual stage thunder is always cosmic, 
and has dramatically communal rather than psychological 
and domestic reverberations Besides, thunder is from above, 
a ghost from below 

, The opposing Shakespearian effect of music is, on the 
contrary, more closely related to individual peisons Often 
enough, of course, music sigmficantly accompanies a general 
social harmony as with the first entrance of Caesar, the 
Danish March in Hamlet^ the music at the feasting of Dun- 
can (observe there is none - nor thunder - at the later feast 
attended by Banquo’s Ghost) , the feasts given by Tinaon, 
and that in Antony and Cleopatra But the subtler music inci- 
dents in Shakespeare are more inwardly conceived At the 
end of Richard //, m the Welsh scene in i Henry TV and the 
tavern-scene in 2 Henry IF, the Brutus and Lucius incident 

I The nearest approach is the wind heard by Desdemona m her 
willow song scene 

^ The question of an audience’s acceptance of a stage person’s ap- 
parent insensitivity was cunously raised when 1 did HmUt in Toronto 
JIamlet with drawn sword soliloquizes over the praying King The 
sheathing of my sword was audible, and it seemed the King shoulJl have 
heard it But no one womed about the words The convention of soli- 
loquy and asides is embedded m theatneal tradition, but you have far 
less latitude with non verbal sounds, with the occasional exception of 
music 
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m Julius Caesar^ Ophelia’s and Desdemona*^s songs,' 
reunion with Cordelia, the mysterious ‘hautboys’ m -<^^3 
and Cleopatra^ and the recurrent reunions after resurrecSa^ 
in the Final Plays, music suggests either some spiritual hw 
mony related to an individual or the love of two individuals, 
or some universal and mystic peace touched by the pro-- 
tagonist, such as ‘the music of the spheres’ in PencUs and the 
solemn music of Queen Katharine’s paradise-vision in 
Henry VIII Hermione is resuriected to music in The Winters 
Tale Continually elsewhere music is directly related to love, 
as m The Merchant of Venice and Twelfth Night Certainly it 
may tend to fill the whole action of the earlier Romances at 
times but that is because these are saturated with romantic 
* love, and may be considered dream-projections of inward 
longing The Final Plays, including The Tempest and Ariel’s 
music, are, I take it, more realistically conceived, more 
authentic records of spiritual victory and their resurrection 
music demands especially careful elaboration 

Our continual Asregard of Shakespeare’s techmque in 
this matter is seen in the peirsistent ignoring of stage-direc- 
tions in the Macbeth Cauldion scene The three Apparitions, 
as I have often demonstrated, form a precise miniature of 
the whole play’s dramatic conflict Appropriately, they rise 
from the cauldron to thunder They are followed shortly by 
the line of kings These, being creative and harmonious 
visions hostile to the evil, the Weird Sisters are loth to show 
Macbeth insists The cauldron vamshes, and the kings, who 
do not rise from the cauldron, pass to the music of haut- 
boys (Compare the hautboys of the mystic music in Antony 
and Cleopatra ) Modem production hardly ever leaves you 
clear as to what is happemng m this scene As to observing 
the contrast between the two sorts of apparition, the very 
suggestion appears nowadays a ‘subjective’ or ‘mystical’ 
interpietation 

I cannot ovci -stress the importance of all these and other 
kindred sounds The bell that invites Macbeth to crime, let 
It not tmkle, but ring ominously The knocking at the gate 



52 PRINCIPLES OF SHAKESPEARIAN PRODUCTION 

too often suggests rather an irritable postman than a fateful 
summons The effects in Hamlet of kettle-drums, trumpets, 
and cannon are most important Observe how they Come 
first shortly before the Ghost^s ent^, then once at Hamit t’s 
first hit in the duel, and again at the close, and also how 
at both the beginning and end of the play they ai e associated 
with the King’s drinking to Hamlet The mam action is 
framed by these sounds The trumpets m Measure for 
Measure and King Lear should sound a universal judgment 
call And so on The main issue is clear As foi fights and 
alarums and shouts - as in Conolanus - they all need cai eful 
attention and elaborate orchestration A Shakespearian 
tragedy normally ends with fighting The profoundet 
middle conflict finds expression and resolution in militaristic 
and open opposition Much of the producer’s difficulty hei e, 
due to swords being no longer associated in the communal 
nund with actual danger, can be surtnounted by careful 
sound-effects A not too closely^-defined suggestion of modern 
warfare might help 

All sound-effects must be carefully interspaced, oi ches- 
trated, with the words Neither must inteirupt the other 
without a pure sequence, you get no waves, no rhythms, 
and without rhythms, no variation and definition Stage 
thunder is usually either pitifully weak or, if strong, it 
drowns the speeches There is no reason why the tempest in^ 
King Lear - or anywhere else - should not be positively 
thunderous The kmd of thing I mean you get exo^ llently 
done in a musical oratorio very often, which is often iai 
more Shakespearian and dramatic than the average Shakes- 
peanan production You should feel the theatre is coming 
down Then let it dwindle, and over it rise Lear’s words 

Blow, winds, and crack your cheeks* rage* blow* 

You cataracts and hurticanoes, spout 
^ Till you have drench'd our steeples, di own’d the cocks I 

More peals of thunder, again curving down as Lear con- 
tinues 

You sulphurous and thought executing fires 
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Especially you need fine reverberations before ‘Rumble thy 
bellyful The thunder, you see, is an actor in the play, 
and the thunder-master must know his cues Where you are 
given only a stage-direction at the start, the producer must 
work out appropriate moments in the dialogue for himself 
But they must be pioperly planned A usual fallacy sup^ 
poses words aie effectively spoken through sounds such as 
thunder, shouts (as at Laertes’ rebellious entry), or music 
This IS hardly evei so A far finer effect is gained by inters 
weaving, the one dying away as the other comes over - 
comes over, not through You get rhythmic waves, signi- 
ficant undulations A highly lyrical passage of spoken verse 
IS not improved by music Nor do I like to hear Oberon speak 
two lines of ‘I know a bank and then definitely sing the 
rest to an orchestral accompaniment Where music accom- 
panies dialogue, as m Twelfth Night and The Merchant of 
Venice^ great care is needed that no words be lost The music 
can die away almost maudibly, then rise and hold the stage 
alone, leading up to, shall we say, Orsino’s ‘How dost thou 
like this tune^’ In King Lear the continual directions of 
‘storm stiU’^ hint at such a technique of intermittent sounds 
We need not wait always for actual directions we can foL 

I Ob^uve the harsh guttural consonants m Lear’s first speech croQk 
your cheeky cataracts and hurricanoes^ thought executings vaunt couriers to oak* 
cleaving thunderboliSs tkek rotundity^ mgrateful man Notice a subtle contrast 
m the sounds of his second speech, striking a more reserved note of 
pathos riie spe^ng should follow hints such as these as far as possible 
For cicainple, observe the long vowels m Hamlet’s *to be or not to be* 
soliloquy deeps heartache^ dmm, pause The thought mtemipts them for a 
while Then again weary kfcs bourn, returns It m not a question for statis- 
tics but It is worth attention Observe the contrast in these; two lines 

When Richard, with his eyes bnmfull of tcais, 

1 hen check’d and rated by Northumberland 

{a Henry IV, ni, i, 67 ) 

Such sound directions will be found in the Folio, and aic to be 
»harply distinguished from the false scene directions added by later 
ommentators Original dire ctxons will gemsrally be cither (1) aural or 
[ii) ceremonial, later additions generally scenic A significant contrast 
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low their spirit without limiting ourselves to the letter But 
the speeches must get acioss However loud the hurly-burly, 
as in the street brawl in Romo and Juliet, you need never 
drown the words 

Indeed the producer should never allow conflicting 
centres of interest to hold the stage simultaneously The 
subtle comedy of Shallow’s conversation has been luined by 
the ragamuffin recruits searching their tatters for fleas How 
could subtlety possibly get a hearing with fleas as a rival 
attraction^ I have seen the Gravedigger fidget with his 
grave and skulls during Hamlet’s Yorick-speech such an 
important, almost formal, speech should lather be deliber- 
ately worked up to, and given every chance to get ovci 
Stage business should always either help the woids or be^ 
given an interspaced opportumty on its own A Shakespear- 
ian play IS a temporal sequence rising and falling, let one 
centre of mterest subside and another come up elsewhere, 
one melt into the other, like waves We want gentle, con- 
tinuous variation and undulation, rather than a bubbling 
saucepan 

So the play must flow continuously A Shakespearian 
play IS crammed with sigmficant action and continual 
movement, and these must be allowed to express themselves 
unhampered Waits between scenes hurt the sequenefe and 
disrupt the curves Scenes are not necessarily units at all 
Often you can run two together, sometimes the di awing of 
a traverse during action facilitates your progress But do 
not end scenes with a black-out A black-out has no cuivcs 
of nature about it and is utterly non-significant A Shakes- 
pearian play moves in waves of sound and rhythmic suiges 
These sounds reverberate Cannon, given on a big drum, 
have no sharp edges but pistol shots and cracking glass are 
ahen to Shakespeare You want nothing too sudden A 
black-out decapitates rather than rounds off the action, 
whereas slow or fast curtains, oi a steady lowering of lights, 
have gradation and significance The general method will 
resolve itself into something of a permanent set for bij 
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scenes played alternately with short front-scenes that allow 
for moving of furmture behind Shakespeare obviously 
wrote the plays on such a plan they fall naturally into this 
arrangement Do not let the act divisions, which may well 
be un-Shalcespearian, hamper your plans, nor the scene 
descriptions - ‘Before Gloucester’s castle’ or ‘Another part 
of the street’ these are late additions And do not think the 
front-scenes less important than others Usually they are 
most important, and often can be used for vivid short effects 
Alternate short flashes of opposing armies are often best 
done as fiont-scenes There is no looseness of construction in 
such The battle scenes m Antony and Cleopatra are no faultier 
technically than similar short views on a film to our film- 
drained eyes they should be strongly dramatic The whole 
play should, like a film, move smartly, but not without 
variation, significant pauses, tableau effects All the wider 
movements should rise and fall rhythmically especially the 
play’s close 

Intervals are necessary Two usually work well But they 
should be chosen to divide the play into significant move- 
ments, waves of action see my divisions of Henry FJ//, 
Othello and Hamlet in the productions I describe later King 
Lear might be divided so that the tempest-scenes constitute 
a central unit Often in tiagedy you will find your central 
Scenes tend to present conflict, perhaps madness, sometimes 
followed by a tempoiary insecuiity and lack of power in the 
protagonist, whereas the last scenes rise to the tragic sacri- 
fice with more assurance and dignity 

One last point If the play is to be divided into three 
movements, what use of music, if any, is proper before 
each^ Music as an overture risks clashing with music - or 
the significant absence of music - during the action There 
can be no final rule Twelfth Night or A Midsummer NtgMs 
Bream clearly allows you more musical latitude than Hamlet 
I think most Shakespearian tragedies are far better with a 
reserved use of tiumpets or a low roll of drums, and such- 
uke, at the beginning and end of any one division, whatever 
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the play and the particular movement seem to demand 
Sometimes you can helpfully break the action between even 
mmor scenes with something similar But, sound-effects 
being so delicately and piecisely used in Shalcespeaie, we 
must beware of introducing any that do not tone with the 
whole, or thinking we can easily fill up an ugly gap in the 
contmuity of the action with music 01 sounds that aie not 
helpful, when a httle thougTit and leairangement might 
obviate the necessity altogether 

3 MAINLY VISUAL AND SPATIAL 
The time-sequence of a Shakespearian play generates a 
mental area, its motion creates something weighty and 
sigmficant, from the flux and rhythm is built solidity This. 
I have called the play’s ‘spatial’ nature, meaning its massed 
effects of imagery, symbols, persons, its colour All which, 
m any work of great poetry, will have a solidity and richness 
far m advance of that given by lesser sorts of writing So the 
mind feels the play both as a time-sequence and a vast 
spatial solid But there is this difference In actual fact the 
^ay u a time-sequence every time you read it, but its 
spatial quality is essentially and only mental or mctaphoiic 
The time-sequence is as temporal as any sequence can be, 
but the spatial quality is not spatial in the sense that our 
back garden is spatial Moreover, this spatial quality dc; 
pends on and varies according to the recipient’s receptivity 
the sequence, as a sequence, does not But the production of 
a play gives it exactly this spatial and visual actuality which 
before was indecisive From which I deduce this most im-* 
portant prmciple the visual and spatial effects of production 
should primarily subserve the plafs emotional quality and poetic 
colour They \vall sohdify the spiritual, make real that extra 
dimension of profound and richly solid significance that 
great poetry possesses Thus the visual side of pi eduction 
will very largely be concerned with the play^ more signi** 
Scant, umversal, and poetic qualities It will be chaiactcr«* 
ized by digmty, solidity, and permanence 
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We proceed to apply this principle in turn to costumes, 
properties, lighting, and stage-settings 

Wherever possible costumes should illustrate and point 
the play’s meanings I have seen the Prince’s entry in 
Romeo and Juliet after the fight in the middle action spoilt 
seriously by his standing bare-headed when all the otheis 
wore hats I have also seen the part ruined by the wearing 
of an Homeric horse-hair helmet The Prince symbolizes a 
very simple quality civic dignity and civic power He is 
dramatically most unwarlike, not any too good even in his 
own office as a disciplinarian, and utterly opposed to all 
armed wranglmgs He wields precisely the power of civil 
authority To make him walk the streets in a military hel- 
met is as bad as sending him out hatless Indeed, far worse 
This IS a very simple instance of how part of an elaborate 
production can fail through inattention to meaning I feel 
sure the costumes were all perfect as to period our care is 
too often misplaced In Romeo and Juliet, if you can affoi d it, 
the opposing houses should wear distinct liveries, and the 
Greeks and Trojans ifi Troilus and Cresstda should likewise 
be distinguished, with close regard to the differing qualities 
of the two parties Once in a production of Antony and 
Cleopatra Cleopatra and hei two girls wore Renaissance 
costumes and the rest, Egyptians and Romans alike, piopei 
period dress of the ancient world Whatever the reason and 
authority lor this there is a damning objection Cleopatra 
and her world should suggest something sensuous as opposed 
to Octavia’s chastity Octavia must theiefore be heavily 
I obed, but Cleopatra, her girls and her slaves will contrast in 
sinuous part-nakedness even with the Roman men, still 
more with Octavia To have Cleopatra muffied up and the 
Romans bare-aimed and bare-kgged gets the contrast 
utterly wiong Dress is always impoitant Watch the elabor- 
ate care with which Cleopatra calls for her regal robe when 
diessing herself foi death, and let this giand and supernal 
chastity (‘Husband, I come’) contiast with her earlier ap- 
peal ance See Ptnclcs, icunxt< d with Manna, how he calls 
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for new clothes aftei his long night of dcspaii Whcic some 
violent ejBfect of nakedness is needed, as with Edgar and 
Timon, it must be significant I have twice seen a neat slip oI 
a loin-cloth on a spotless body make Edgar look exactly like 
a young man going for a swim Timon’s piophetic lags, 
slight though they be, should fall with Hebraic and mina- 
tory implications The woist and most ubiquitous cnor m 
production occurs in Hamlet Duiing the middle action he 
should look disintegrated, mad, pathetic and ftaiful all at 
once, or in turns Usually there is no change to speak of 
from his first appearance, in spite of Ophelia’s words, thus 
adding wilful distortion to inevitable complexity 
Considerations of period should, of course, normally give 
way to considerations of sigmficance The ideal will be a 
blend of some appropriate period {Much Ado about Nothing 
might go well in eighteenth-century dress) andmterpietative 
meaning We must be suspicious of any attempt to ‘get back 
to the Elizabethans’ the ideal production today will be 
essentially a modern production If we feel modern diess is 
not, except as an interesting and fertile experiment, finally 
suitable, that will be because Shakespeaiian costuming 
must be at some remove from the ordinal y to help icalize 
universal significances that clearly are not outwaidly ap- 
parent in modem life Obseive how Shakespeare, for some- 
what the same reason, usually removes, when he can, his 
action from England, he is to be contiasted with such \ 
realist as the Ben Jonson of Bartholomew Fan Costumes 
should assist the heroic quality of poetic drama 1 hty may 
be right m terms of some leasonable period and yet fail 
disastrously For example, I have watched a young actor m 
the final scene of Marlowe’s Faustus struggling against an 
impossible Elizabethan c;ostume a shoit cloak pushed out 
behmd by the sword he was, quite unnecessarily, wearing 
a costume with none of the lines of dignity needed for so 
tremendous and difficult a scene Indeed, I have never felt 
quite happy about Elizabethan clothes for Shakespeauan 
tragedy Most earlier penods of fashion appear to me pie- 



THE THEORY OF PRODUCTION 59 

ferable A blend of modernistic freedom with correct period 
would often be, perhaps, best, since Shakespeare usually 
touches the geographic and historic quality of the period he 
wites of in Macbeth, Romo and Juliet, the Roman plays, 
for example The question of dignity raises that of richness 
Costuming should be ‘rich, not gaudy’ not solely because 
Shakespeai e s poetic people are lords and kings, but be- 
cause the quality of their feelings and actions is rich and 
grand, and our visual-effects are to body forth this essential 
poetry Of course, Shakespeare’s choice of aristocratic per- 
sons is closely i elated to his sense of poetic sublimity which 
raises questions we must put aside for the present 
If dresses must be rich and dignified, it is equally import- 
ant that all stage objects should appear weighty and solid 
As far as possible they should always be what they represent 
They should look important, and any not vitally involved 
in the action should as a rule be avoided A throne on a 
dais, state chairs, tables, divans are all easy But sometimes 
smaller objects do not receive proper attention The three 
caskets in The Merchant of Venice are of rooted significance 
and should be dominating and solid-looking The quality 
of impoitancc conveyed by a stage object varies according 
to Its appaient solidity and weight Any smaller properties, 
such as the picscnt or picsents Ophelia returns to Hamlet, 
should be used significantly Hamlet can look at them as he 
s>ays, I did love you once’ *1 hat makes them seem i ich and 
important Just as apparent richness and weight has spirit- 
ual force, so any spiritual impregnation loads an object 
with visual richness The action should be continually im- 
pregnating stage objects with significance Crowns m Shake- 
speai c arc often impoi tant Leai ’s crown of flowei s, Cassius’ 
wreath, Cleopatra’s diadem, Qjuccn Katharine’s garland 
of immoi tality, all have vauously toned symbolic power, and 
must look worthy of it Evei y thing and every person about the 
stage should look important, real, and solid, you must be able 
to weigh them with the eye We shall argue presently that this 
^demands a fanly simple and preferably daik background 
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Many produce! s, however, lo\e scenic alterations, which 
must be necessarily wrong, since the continually and subtly 
changing quality of the Shakespearian stream of event and 
emotion could never be given a conespondingly appro- 
priate quick succession of changes m set You may suggest 
that modern methods of lighting provide exactly such an 
infinitely variable means to atmospheric effect which 
brings us to my peculiar bete noire 

Modern lighting is, indeed, wonderful But I oppose the 
electrician’s claim to be properly more than a minor 
assistance to Shakespearian production Today elaborate 
lighting tends to replace elaborate settings, and the one 
heresy is as dangerous as the other The old-style realism 
reduced poetic drama to the level of our normal waking 
consciousness, modern hghtmg drags it lower to a sub- 
human world of twilit dream 

When I first was able to use a proper theatre for my pio- 
ductions I was amazed to find with what case glorious 
effects could be obtained A word to the electrician and the 
jky-sheet looks mystic and fearsome and any figure in fiont 
becomes a grim silhouette, another, and you have a blazing 
fune day, another, and a blushing sunset All j^dmii able 
Better than poetry, easier, immediate, faultless But why do 
Shakespeare at all ^ Listen to Horatio’s words 

But look, the mom m russet mantle clad 

Walks o’er the dew of yon high eastward hill 

A^hat IS the point of it alP Surely this to have certain sig- 
uficances driven into the mind through the poetic and 
verbal intelligence That, we must suppose, is oui aim and 
lope in attending to Shakespeaie, and presumably it does 
IS some sort of good Now, whatever be the truth of a stage 
unset, one thing is clear any sort of pioducer can have it 
witched on, and any sort of audience can appreciate it 
Vhereas not one actor m a bundled can with full vocal 
ntelligence and richness and perfect accompanying gesture 
peak those two simple lines exactly as we want them spo 
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ken, and^not one spectator in a thousand can fully appre- 
ciate them Surely its facility outlines the essential frivolity 
of too much reliance on lighting Nor can you have rich 
light-appeals together with other more concrete effects 
The moment you begin to rely on lighting as a primary aid 
to significance, the actors begin to dissolve, gesture and 
facial expression lose value, words are blurred and, if all 
this were not so, the human mind, incorrigibly flirtatious 
always in matters of visual appeal, would swiftly prostitute its 
attention I once saw the moonlight and music scene of Tke 
Merchant of Venice beautifully arranged with cardboard 
marbled fountains and silhouette trees and a delicate play of 
moonlight on Lorenzo and Jessica It was exquisite, I was 
visually intoxicated But I did not listen to the actois Why, 
in any case, attempt to spoil these exquisite sonatas of 
coloured light with Shakespeai e's heavy and laborious 
language ^ Let us have separate shows 
The light-expert paradoxically deals largely in darkness 
He prefers a daikened stage, where he may the more effect- 
ively drop his pools of brilliance You see a figure walking 
in twilight suddenly catch a steely lay fiom the wings, 'stick 
fiery off indeed’ as he says an important speech, then turn, 
and with a couple of steps he is blackcd-out, dissolved Re- 
cently m the scene whcie Othello comes befoie the Duke I 
Watched him stand m half-dai kness saying quite important 
ines that \ccoidingly lost power Before the Duke’s tabic 
was a pool ol light I thought, 'When the time for his big 
speech comes he will have to walk up those steps and get 
into that light’, and he did Nowadays instead of a level 
blend and diffusion you often get harshly distinct colouis 
from the wings You may see Polixt ucs m The Wtnkfi Tale 
take a warm red from one wing, tuin and catch a giecn 
fiom the other It is a pretty dicam-woild So the dawn 
blushes in Hamlet and Romeo and Juliet^ oi tiees in A Mid*- 
summer Duam shm r against a moonlight that all but 

shames the moon But you buy U all at a pnee 

The actoxs become dteam figuies, invisibility ebuds ex* 
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pressloa Grouping becomes meaningless if you clearly see 
only the chief figures, their positional relation to the rest, 
always most important, is bluned or lost, and also the 
1 elation of every one to the stage itself, especially its centre 
The sides of the stage become negative, with no clcai-cut 
conventional limits Solidity melts into fantasy, icality into 
dream Nor is lighting so capable of subtlety as is usually 
supposed It can, certainly, tint aieas piettily, but Shake- 
speare’s finer subtleties involve the inteiplay of persons 
Lighting is crassly mechamcal compaied with the finesse of 
vocal or facial expression, the lift of an eyebrow, a touch of 
sarcasm in the voice, the twitching of a finger Can a 
mechanical beam single out for emphasis minute signi- 
ficances comparable to these ^ Often a subsidiaiy persoi 
should register in such ways, but while the light exper 
rules production, the actor can take things easy, and usually 
does 

Even if you want to express darkness and mysteiy it 
should be done mainly in terms of visual positives Ghost 
scenes are no exceptions What makes the Ghost in Hamlet 
dramatically convincing^ A green light ^ Or the cxpiession 
on Marcellus’ face, the gesture of Bernardo, Hoiatio’s 
words 


What art thou that usurp’st this time of night, 

Together with that fair and warlike form 
In which the majesty of buried Denmark 
Did sometimes march? By heaven, I charge thee, speak! 

I have never yet seen a performance of Hamlet wheic the 
actors facmg the Ghost were properly visible The Ghost 
himself I have known to wear an electric light in his helmet, 
which he switches off under his cloak when he is to vanish, 
I have seen him appear as a floating phosphorescence m 
mid-air, over an otherwise darkened stage, or stalk as a 
silhouette against a violet sky Every time the trickery was 
pretty enough Every time the chief actors had to speak in 
darkness It got across satisfactorily, as such things alway 
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do But did Shakespeare get acioss*!^ Did the art of the actor 
stand any chance ofshowmg the possibility of a greatei effect, 
of something which has power not just to please with a 
tiansient titillation, but rather to transfix the listener and 
ciucify him to an unfoigettable intellectual experience^ 
It IS hard to reach that, but it is not impossible 
Light variations can easily be unobtrusively used then 
they may be most helpful But they must remain subordin- 
ate For a night scene just a veiy little lowering of the lights 
and a slight dimming towards the wings gives all the hint 
you want Or you can always, if you wish it, start with the 
lights down and bring them up gradually before the first 
words aie spoken You can, m fact, always quite easily 
play on your blues and greens for night-time, use your 
contrasts of amber and steel, warm up with reds when 
necessary, whilst keeping a pioperly diffused light, without 
evci blurring the expression of an actor’s face, with the full 
stage noimally quite visible, indeed, without allowing the 
audience to think about the lighting at all All this is, of 
couise, perfectly easy and effective There is no technical 
difficulty I-undamentally, the error is this the modern 
light-expert is legarding poetic diama as something of a 
dicam-like fantasy instead ol a levclation of an extra dimen- 
sion of waking life He is aiming at the wrong thing ^ 

And now lor the settings The actors and all stage objects 
must not be dissolved into their background, but should 
rathei stand out fumly That is why action is often most 
powerful in fiont of a plain black curtain black always 
shows up costumes and the actors^ faces with fine effect 
Howevu, a lauly daik ncuUal colom that lakes various 
lights with difftimg lesults is possibly best for general pur- 
poses Imitation white stone or phstei , often used, does not 
thiow out lilt face and figure nearly so well clearly, the 

1 Later exixnencc Ins tempted mt to adventure farther into 
-spcclaculai hghtmg for certain seems, cspeeiUly bioad cfLcts of 
whitish (m piacucc stetl and straw) h^ht and shadow fiom the wmgs 
My objection to any emph itic use of bluts and greens remains (1947) 
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face, which xs of primary importance, cannot contiast with 
It The street scenes m Romeo and Juliet often suffer m this 
way Too much stage sky is likewise bad, and should not 
normally form a background for any lengthy and impoit 
ant speech Antony’s funeral oration can be seriously weak 
ened by having the speaker’s head melted into a bright sky 
The actor’s face and figure must stand out powei fully an< 
sigmficantly too often he, and any objects about the stage 
are weighed m the eye’s balances and found wanting 1 h< 
sense of richness given by heavy curtains is often invaluable 
Once at a performance of King Lear one received no scns< 
of richness and solidity until the actors took their calls a 
the end m front of a plain heavy curtain The costume* 
leapt up into hvely sigmficance It was the most rea 
moment m the play 

The setting can be as simple as you like, piovidcd it look 
rich and dignified It need not be definitely localized Bui 
few people can totally disillusion their minds of nineteenth 
century realism Antony’s speech is, certainly, supposed tc 
occur in the Roman Forum, the fights in Romeo and Jubci 
happen in a street, Desdemona is murdered m her btd 
room But other scenes are indeterminate Sometimes you 
feel the locality almost appears to shift duimg a dialogue 
Certainly because Othello addresses ‘yo^d marble heaven’ 
in the temptation-scene of Othello that is no authonty Ic 
labelling the whole scene The Garden of the Castle’ Ham- 
let apostrophizes the firmament from what you thought was 
an interior, and later points out clouds to Polomus li om tht 
place where the play has just been performed It does noi 
follow that the middle action of Hamlet takes place mainly 
out of doors, nor that you have to build or visualize a win 
dow The Elizabethan theatre was, it is tiuc, open to the 
sky but let the modern actor point up at any time diumg 
the action, and the audience will accept the gesture pio- 
vided the set does not present too meticulously realistic and 
detailed an interior The normal scene headings m a 
Shakespeanan text are never reliable they are late addi- 
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tions It IS foolish to list scene localities on the programme 
t ley really rnean nothmg The Shakespearian play is a con- 
muous stream of action, thought, and emotion, with psy- 
1C lather than topographical panoramas it is not a 
tniniatuie Cook’s tour, nor a scenic railway of the sort you 
used to find m exhibitions If you want to help the audience 
un yc^r programme - and they need all the help you can 
Jive them - tell them the story of the play Nor is this quite 
0 easy as it sounds if you think it is, make a start with Ki7ig 
ar or Cymbehne, from memory 

Usually It IS best to have a more or less permanent full 
et interspaced with front scenes These latter are not 
lecessaiily the less important Indeed, where you have a 
paiticularly fine set-speech or any difficult incident or 
words that you want at all costs diiven into your audience’s 
^inds, they are best thrown forward Such are Ophelia’s 
description of Hamlet’s changed appearance, the Queen’s 
account of Ophelia’s death, Mercutio’s Queen Mab speech 
- this loses fifty per cent of its power if given, as it usually 
s, from a full and fairly lealistic settmg, Buckingham’s 
arewell m Henry VIII, the Welsh Captain’s dialogue with 
Salisbury m Richard II, Othello’s description of the magic 
propel ties of the handkerchief Observe that these are not 
soliloquies Soliloquies aie often best m a big set the actor 
can people the stage with his thoughts and movements 
They should not be given direct to the audience, though, 
when supported by listeners on the stage, a long speech 
ojlen can and should be so given Prince Hal’s T know you 
all ’ IS clearly best done in the same set as was recently 
filled by his companions Later I show how Plamlet’s long 
soliloquy can effectively use the full stage But the front- 
>cenes I have indicated fall naturally into such arrange- 
ment, and their peculiar quality is enhanced by it I con- 
wude that they were originally so conceived and planned 
Of course, where you get shoit flashes of opposing aimies 
m turn, as in Antony and Cleopatra and the Histones, use of the 
ront-cloth is inevitable and poweiful you get a vivid sense 

r s p - 3 
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of conflict Recently, however, I saw such action played 
from opposite corners of a somewhat realistic full setting, 
and the fault was obvious 

Anything like painted reahstic scenery for the full sets is 
inappropriate First, it pretends to be what it is not in a 
pecuhaxly annoying and unconvincing way that somehow 
makes its pret;ence the more to be deprecated the neater it 
approaches success The first time you see what looked like 
a sohd pillar tremble in the breeze, your faith is ruined, 
and on the most important point Your dimensional faith 
IS at stake, and I am arguing that the third space dimen- 
sion of solidity on the stage coi responds to the extra dimen- 
sion of psychic reality unveiled, or created, by poetry, so 
that, if the seemmgly solid pillar is suddenly seen to be flat^ 
poetic drama becomes not a revelation, but a cheating 
deception Today there is a peculiarly annoying trick of 
using painted curtains for front-scenes, with houses and 
streets falling in folds This is not studied symbolism, but 
slovenly realism Everything on the stage should seem to be 
domg well what it tries to do, and such a curtain is doing 
Its job of representing a street hoiribly badly A well- 
graced and nchly-robed actor speaking sohd and iich 
blank verse in front of a painted back-drop meagrely repre- 
sentmg a house appears -- or should appeal - utterly and 
devastatmgly incongruous Besides, two utterly difilicnt 
conventions clash Such attempts pm the action and woi ds 
down to a wrong sort of exactitude and local reference quite 
ahen to their nature A street picture - whethei lull-set or 
curtain - across the stage forcibly and disastiously i elates 
itself second by second to the words spoken in front of it, 
which may have nothing whatsoever to do with streets, and 
m any case involve, probably, more important issues by fai 
A fairly plain background is important not only in itself, 
but in that it allows all things said and done and all objects 
placed m front of it to be in turn exactly and precisely them- 
selves, and not something else for everything on the stage 
IS modified by its relations to other visible objects An action, 
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SO played before a plain curtain, or an object so placed, is 
peen not in terms of some partial - or usually some utterly 
nlien and cheaply undignified- context, but sub specie aeter-^ 
nitatis That is why, to the trained eye, things in front of a 
plain black, or other reasonably dark, curtain are at once 
so deeply significant 

A certain dignity and richness of set is needed for all 
plays aiming at any kind of intellectual importance oi 
spiritual profundity Recently I saw O’Casey’s The Plough 
and the Stars done with very cheap-looking realistic slum 
scenes Walls trembled, colours were non-significant all 
cardboard and paper in the worst traditions of the last cen- 
tury It was utterly wrong A degree of solidity, formalism, 
jfend rich though simple colouring is needed even here just 
as, however low the character an actor represents, there are 
certain ugly, because non-significant, postures and move- 
ments to be avoided Especially m Shakespeare the spatial 
element of production has a precise and particular duty to 
subserve the rich quality and complex inward sigmficances 
of Shakespeare’s text, to help body forth the concrete nature 
of poetic, that is of real as opposed to realistic, drama, 
something more, not Jess, solid and dimensional than what 
you find in lesser plays 

Then, you will say, we should arrange some elaborately 
gjymbolical modernistic set ^ But such a set striking the light 
- or, more often, the -wrong - note of the play may often 
likewise be highly dangerous Such are nearly always de- 
signed by artists who are not deeply and lovingly versed in 
Shakespeare’s peculiar symbolisms They are often mainly 
angular, with cubes and steps and tiers and levels out of all 
proportion to the action, whereas a Shakespearian play is 
noimally composed rather of rhythm, cuivature, and gra- 
dation Indeed, whatever sort of artistic setting you have, 
there is danger the moment it becomes an art-foim in itself 
A stage set should not make a pretty picture of its own 
The empty stage should look formal and pleasing, but 
should seem to be waiting for the action to complete it it 
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should not hold definite significance in itself If you do 
work out an elaborated and exactly appropriate set such as. 
that I describe later for Macbeth^ it should so depend through 
out on the action for its meaning that, until you see the pla^ 
performed, it looks grand, possibly, but certainly incom 
plete 

You see, there is so much meaning m Shakespeare’s 
text that if you load the eye with a new type of independent 
visual sigmficance, even though it have a parallel corres- 
pondence to the play’s quality, the mind cannot take it all 
in This is what happens At first the visual details dominate 
the attention and you don’t get the play, the eye always 
bemg a more restful medium than the intelligence, then 
after a while you take the set for granted, see it no more • 
and watch the action only The first part of the performanc 
is ruined, the second not improved Moi cover, it is likely 
that such an elaborate set will not properly fulfil its function 
of throwmg up the figures and especially the faces of the 
actors The designer will have been thinking of other 
thmgs The only kind of elaborately planned set that is 
possible would be one that is all the time reacting closely 
on the text, one that so interlocks with - rather than runs 
parallel to - the action and words that the audience is 
continually bemg forced by it, not to neglect them, but to 
attend with new interest and understanding 

What, then, must we aim at ^ Something formal, pleasing, 
digmfied This will be fairly permanent A plain curtain set 
disclosing a central platform with steps makes a good stait 
You can use a sky-sheet very often with good effect You 
can break the back curtains with a couple of flats For a 
pecuharly spiritual and metaphysical, as opposed to an 
historical, play, a couple of tall white cubes are sometimes 
helpful - It IS wonderful what you can do by rearranging 
them and showing different edges King Lear needs some- 
thing of more irregular suggestion, Twelfth Night can use a 
definitely formal garden wall and flowers The mam pnn- 
ciple of sohdity, some degree of formalism, and peimanenc^ 
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holds good, infinite variations can be invented according to 
*|iie play and the occasion Mistakes are, however, only too 
easy Once I saw a performance of The Alchemist done in a 
set with classic pillars, presumably because of the author’s 
‘classical’ theories, which struck me as most inappropriate 
to the play’s harsh comic reahsm For any tragedy, some 
underlimng of centrality is nearly always most important 
our central steps, for example, and small platform This 
helps to universalize the action But a word of warning is 
necessary here I have seen Cleopatra with her girls on a 
big stage high on a raised level above tiers of steps This 
was a permanent set for the early Egyptian scenes The 
empty lower level was widely illuminated She seemed lost 
|ii vast spaces A figure too high up after a while loses dig- 
nity and significance, especially if her position is not re- 
ferred to any persons below Her chair should, I felt, have 
been below the steps visual importance being closely re- 
lated to weight, or the sense of it 

Because our mam plan involves formalism and perman- 
ence, we will often deliberately avoid what seems at first a 
necessary touch of reahsm Juliet’s balcony and window 
will not be too realistically convincing, but rather solidly 
and plainly formal As for Desdemona’s bed, the more like 
I bed It IS the less suggestion you can get of an altar 
Universal as well as particular issues are involved Per- 
manence IS m Itself important if you cut the big scenes too 
iefinitely into a street, Juliet’s balcony, the Friar’s cell, a 
Dedioom, a tomb, you get separate bits of a story, in place 
)f one vast dramatic statement Often you find a hopeless 
succession of unrelated types of setting plain, symbolical, 
md realistically painted front curtains, plain formal sets, 
jymbolical-realistic sets, all sorts, in fact, with absolutely 
no unity of impact There must be some noble permanence, 
reflecting the play’s quality of wholeness, giving a sense of 
the end implicit in the start, and helping to build the final 
stillness of great drama that should crown and surround and 
pbiterpenctrate the action Nor will a permanent arch in one 
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convention with a succession of changing realistic pictures 
in another seen through it be of value you end by believingj 
neither in the arch nor in the pictures Besides, any sucir 
eiaboiate and detailed variations should be seen always m 
front of, not behind and through, the enduring and en- 
closing whole which, fortunately, tends to preclude picture 
scenery For the spatial quality of the whole play must 
dominate in the permanent set, details of the story and 
changes of properties, which should be vaiied sujQficiently 
to avoid monotony, significantly taking then place within 
and before it Of couise, the two are not finally distinct, 
and it is because there are usually in Shakespeaie certain 
recurrent, almost static, themes, leading coloms of the play’s 
patterned area, that an ideal set might be possible, as 
have suggested, where certain symbolic permanences were 
solidified on a more elaborate scale, to blend variously with 
and at the same time brood over the action 

4 ON STAGE CONVENTION 

The play’s time-sequence generates a mental space-area, 
which m turn enrichds the sequence, and so on infinitely 
The more you know of the end the more significant the 
beginning, and vice versa This oscillating reciprocity throws 
up the space-time quahty of the result The mmd is ex- 
panded and distended to a rich and complex apprehensioi^ 
in terms of such a flexible-solid art-form, it somehow focus<^ 
the umversal in the particular and the infinite m the finite 
This is done, as I have already demonstrated, by use of 
conventions, especially conventional limits Now whereas 
the literary play is limited mainly in time, so that we may 
not allow reasonings as to what happens befoie and after 
the action to disturb our view, the theatre woiks withm a 
spatial convention as well, whose limits, conventionally 
accepted, open vistas of umversal meaning All that is 
necessary is the one acceptance It is the same with the 
compressing line umts m poetry, and with an actor’s speak-- 
mg control holds infinite resources So the stage limits aistf 
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themselves important Kill or fog the limits and you tend to 
Jblnr all grand suggestion in terms of those limits That is 
why pools of light and areas of darkness are, normally, bad 
you get no sense of a sigmficant marked-out area The 
audience need not see the whole stage clearly all the time, 
but they should be visually aware of it They should feel a 
significant right or left, up-stage and down, especially a 
significant centre, and there should be a certain grand per- 
manence limiting the whole Only so can universal mean- 
ings get across Supposing central steps are made to look 
too definitely like palace stairs, an actor standing on them 
no longer commands the universe - he is half-way between 
his bedroom and the front door So a too realistic wall or 
house corner are not good you feel there are more houses 
outside the wings, or perhaps a gate farther along the wall 
This cuts across the meamng of stage limits Within those 
limits you have your world outside them you have, not 
houses or gates, but either one of two things closely related - 
(i) nothing or (ii) mfimty, though under this heading I 
should have to include vague suggestion of any particular 
quality, as when, at a certam point in the action, one side 
of the stage is impregnated with associations of a particular 
person and his significance You must be willing to use the 
whole stage frankly as a conventionally accepted medium 
So often the producer tries to pretend that things are not 
happening in a theatre, wheieas everyone knows they are 
And It IS just that that gives you your chance for this 
knowledge is to be used, not fought against Work with full 
recognition of the convention and you can pack the universe 
into your theatre, and so give Shakespeare his appropriate 
setting 

Conventionally limited, the stage becomes a magic area 
where every action and position is deeply significant 
What IS our real reason for producing Shakespeare at all ^ 
To hear the words ^ You could have those by sitting at home 
and reading Elaborate visual effects of light and set"^ I have 
tued to kill that fallacy No Neither the spatial nor the 
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temporal m abstraction finally gets at the play’s essential 
quality^ which exists m mental space-time, and the vitality 
of any production depends on its po^\er to pro]cct thi9< 
space-time, solid-flexible, quality in teims of significant 
action This principle, which includes both words and use 
of properties, involves too continually vaiied significance m 
movement and grouping, which m turn depends largely on 
a properly conventionalized stage area The result will be a 
fusing together, a remtegration, of the play’s two elements, 
tempoial and spatial, particular and universal, to build a 
proper re-creation 

All poses and gestures should, m any stiaight poetic pait, 
be picturesque and dignified ^ The actor should normally 
look grand and heioic Every movement should be signi-** 
ficant A stage fall should be ihythmic, not sudden Re- 
cently I have twice noticed m professional pi eductions a 
fall done in one sudden, straight, slanting, and signaUikc 
motion, with the body left lying like a log, the leet togcthei 
and straight There is no natural gradation in that A sway 
and a half-turn is more graceful, and the body should ai- 
range itself in a picturesque position Noi is it only a 
question of pleasing appearance the sudden straight fall is 
quite negative and you hardly believe m it A dying man 
must deliberately act his dying, which involves at least tw o 
movements Similarly, a log-like body does not look so 
significantly dead as one with limbs more aitistically de>ij 
ployed Gestures also must be melodic, not angular, and 
normally not too fast or significance is lost There is little 
need to stress this, since the average Shakespearian actor 
docs his gestures well One point calls for mention Though 
the pictuiesque and statuesque are ideals constantly to be 

r In my own experience practising before a looking glass can be 
very depressing You cannot see yourself m any particular action, since 
you see your own eyes, which are necessaiily diverted liom taking pnit 
in that action, ard the whole result is at once dislocated By arranging 
the glass so that your head is cut out of vision you can, however, get a 
fairly good idea of your poses, gestures, and turns 
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kept in mind, yet you must avoid a fiat and formal picture 
I mean, a gesture made up-stage is as effective often as one 
across Turning away from the audience is often useful 
Often you can make a light oi left turn with equal effect 
One need not always kneel on the do^n-stage knee A 
certam amount of such latitude in varying stage ‘rules’ - in 
themselves a necessary basis - helps to give depth and di- 
mension to the action, whereas a rigid adherence to them 
may result in a stylized flatness Wide and graceful gestures 
and picturesque positions generally are, of course, de- 
manded not by any consideiatJons of period, as is sometimes 
supposed, but to establish again the extra dimension of 
poetic drama 

At every moment the pioducer must have regaid to the 
stage group He should be continually at work to make 
grouping significant I give a few simple instances Three 
persons alone on the stage look bad if equidistant Whether 
or not they are in a straight line, the equidistance itself 
leaves them in non-sigmficant relation, whereas one facing 
two placed together is powerful, since you then get oppo- 
sition, which implies conflict, that is action, and therefore 
drama Even though the persons be friendly, this holds for 
conversation is itself a soit of conflict Certainly if you get 
a quarrel, as with Brutus and Cassius, the opponents must 
lace each othei strongly and use the whole stage Such con- 
siderations are important the formality of grouping at 
every instant should be significant to the eye If you disa- 
gree with these ideas, then have others, but do not leave 
these things to chance In gioupmg a big informal crowd 
addressed by a central figure up-stage you must deploy 
your actors, not in diagonal lines sloping towaids the cen- 
tral figure, but rather in small serried ranks parallel to the 
audience, close against the wing cui tains, the ranks, of 
course, getting more central as you woik up-stage Entrances 
of important people should be given careful ceremonial, the 
stage filling from both sides to avoid a piocession These are 
pnly a few general and basic ideas but the grouping should 
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be employed all the time with extreme additional subtlety 
to express the varying meanings of situation and action 
Each part of the stage has its own significance Exits, foi 
example, should not be chancy things Within a scene on« 
side of the stage may quickly get chaiged with a certain 
association You can spoil Mark Antony’s entrance aftei 
Caesar’s murder by malang him come in from a conspirator- 
impregnated side Or, if you disagree in this instance, you 
can find others where you must see that the piinciple holds 
Entering from the centre has a piecise significance there 
fore you must plan carefully who is to entei there and when 
A conventionally accepted stage is alive with meaning In 
watching a student performance of Berkeley Square recently 
I was powerfully aware of the possibilities of stage cor 
vention The lovers part tragically across the centuries, it 
hero leaving the eighteenth for the twentieth No clev( 
play on mechamcal effects could have helped But the gn* 
stood with an Isis-symbol, a cross surmounted by a circle, 
while her lover, facing her,tbacked \nto the curtained wings 
The hghts were well up, you could see everything The fine 
situation was allowed to play itself The effect was over- 
powering The stage wings became vistas of time, time was, 
for the moment, spatial By using and welcoming the stage 
convention freely and simply you can do things impossible 
otherwise How often is the central madness extravagan2 
of King Lear properly done^ Only an elaborated use i 
significant action and grouping can properly join with it 
words and thunder to build its towering fantasticality Th 
stage limits may create profound significance beyond then 
selves See how Shakespeare uses the stage in Macbeth ho^ 
Macbeth’s exit for the murder off takes him from the visibl 
world mto infinities of horror Here we touch the rtaso 
why noises off so often hold infinite rcverbeiations 
Suppose the Weird Sisters in the first scene of Macbeth ai 
to vamsh A black-out does nothing but suppose they a( 
the vanishing Say they speak their woids m a still grou 
centre one staning, another kneeling close, the thi: 
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kneeling on the other side farther off They employ appro- 
priately significant, melodic, and clearly visible gestures, 
such as the hand dropping from the wrist with forefinger 
pointing down and observe how much more effective that 
IS in realizing the supernaturally evil than darkness and 
green lights At the close, the group is bioken A twirl and a 
turn, proper gestures, the words pitched on the note of a 
whining wind, and the side figures go into different wings, 
the centre one exits centre You get not only the necessary 
effect of the three parting from each other, but also you see 
a solid gioup dissolve, melt into air, which helps to realize 
the idea of vanishing It is all done by positive visual sug- 
gestion in terms of the convention you get rhythm, grada- 
tion, significance Observe that you have used the full stage 
How does this compare artistically with the usual black- 
out^ Or suppose Hamlet is to speak his long soliloquy 
dramatizing his own inactivity How is essential inaction to 
be got across by significant action^ J[ describe my solution 
later 

Half the errois of modern Shakespearian production are 
due to misunderstanding of the nature of stage convention 
Nowhere is this clearei than with ghosts Pioducers are 
usually weak on Hamlety but are worse with Macbeth 
Banquo’s ghostly entrance at the feast I have seen repre- 
sented with a magic-lantern projection on to Macbeth’s 
cushion, or a sliding panel up the back of his throne I have 
seen Banquo get unobtrusively in place with his back to the 
audience and then show himself by turning his blood- 
boltei’d face, and afterwards scamper out at the wings with 
his head down, whilst the other actors ciowd round holding 
out their cloaks Or I have seen the Ghost repiesented by 
Macbeth’s own shadow cast on the wall, symbolizing the 
subjectivity of his fear, though I did not get the point at the 
time But, after all, what has all this - except perhaps the 
last - to do with Shakespeare^ Or with drama m general? 

Behind these tncks is the desire to make tlii^supernatura! 
convincing The producer comptet^ly ign^jesJ^at wilhng 
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suspension of disbelief that is his right In teims of stag 
convention he has to do certain very diiBcult things, in 
stead, he wastes his time labouring to replace that conven 
tion with something quite superfluous that no one want*: 
For, suppose you did convince the audience that you had 
real ghost on the stage, they would only be fiightened anc 
leave the theatre You may call this an absurd objection 
Well, say you arrange matters so cleverly that the Ghos 
actually seems to appear from nowhere and vanish Then 
for the rest of the scene the audience are wondering how i 
was done and whisoering theories to each other, with the 
diamatic tension quite killed What of a method than whicl 
nothing can be more disastrous than perfect success^ In 
deed, you should always want your audience to see how 
effects are accomplished if this spoils the effect, it is nearly 
certain to be a bad one Moreover, the whole point and hot ror 
of a ghost in real life is that it looks just like a living person 
except, I am told, that its movement ipakes no sound It 
does not appear in a green light Nor does it slide up the 
back of your chair if it did, you would quickly polish it off 
^ usual, poetic drama turns out to be fundamentally more 
'•eal than reahsm Shakespeare’s ghosts come in and go out, 
ike all respectable stage persons, by the stage entrances If 
grouping and good acting - by the ghost and, still moi*c, 
3y those who see it - do not make it convincing, nothing 
vill, and if you want to suggest the infinite, as when a super-' 
latural being vamshes, nothing will do it so well as the 
kilful use of the wmgs of a conventionally limited stage, 
rnce such a stage suggests the world, and its limits can 
liways be used as frontiers of infinity 
The same principle of conventional acceptance applies to 
ights They should be as dramatically powerful as possible, 
)ut not just a series of random swoid-chnbngs and vaga- 
)ond noise Often the best effects arc attained by suggestion 
ather than actual blows a weapon raised and held for a 
noment above a shrmbng opponent in the middle of a 
a^l^e may be extremely effective Othello has to strike 
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Desdemona if just before the blow he looks as though he is 
going to make it and just after both look as though it has 
been made, the blow will be dramatically convincing An 
audience is very kind and sensible where conventional belief 
IS demanded, but utterly heartless the moment you try to 
deceive them That, in nine cases out of ten, is why they 
laugh at the wrong time 

So the whole peiformance should be constricted by a set 
convention which gives it infinite freedom The stage be- 
comes a world For a grand ceremonial it should be filled 
broadly to the down-stage wings A small stage thus used 
with a few actors gives a greater impression of size and num- 
bers than a large stage full of actors less carefully placed, 
with a yard or so left unfilled at the sides Opposing armies 
across a front-scene can give a grand impression if well 
spaced out, as when Brutus and Cassius confront Octavius 
and Antony You do not need a vast army In a full set four 
or five well-deployed figures can be arranged to lead the 
eye towards the wings, widening out and forcing the 
imagination to construct an infinite proportional expansion 
beyond the recognized limits, whereas a crowd of thousands 
in an out-of-doors pageant may well look meagre 

Today we have slight sense of the umversal Our typical 
plays are pieces of life torn from their context m the whole 
But a Shakespearian play is not It and its stage traffic m 
universality So its kings should appear as kings of the whole 
world, Its heroes, as mankind, its happy-ending romance 
becomes a dream of paradise, its tragedy, solemnizing the 
principle of sacrifice, touches ritual 

5 

Whatever be our views about the theatre, it is glear that 
Shakespeare cannot be popular on the stage whilst we clog 
his plays by unsuitable methods What is uniquely Shake- 
speare’s own IS, finally, his one hope of popularity on«0r off 
the stage His plays cannot compete with the modern revue, 
nor with Maskelyne and Devant Therefore we must let 
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Shakespeare speak for himself The best soi t of pei foi mance 
and by far the hardest to create, would make the play looli 
as though It had produced itself With care wc must ex 
elude all false short cuts to an outward appeal ance oi 
elaboration, whilst aiming instead to exploit the innci core 
and centrahty of the drama But never must the production 
appear laboured or inhumanly intellectuali7ed 1 he more 
graceful effects of poetic gesture should be shot through and 
varied, like Shakespeare’s poetry, with touches of pure 
naturalism Sets and properties must be so devised that they 
lend themselves easily to the action, and blend into the 
various supposed localities of the performance I here is no 
point m having Desdemona’s bed central and looking like 
an altar, unless it also is very clearly known to be hei bed 
Shakespeare touches universality continually, but it is al- 
ways the intensely human that he universalizes I hope none 
of my remarks appear to argue that Shakespeaic is puicly a 
writer of classic formahty I stress most the elements most 
in danger of neglect Shakespeare’s art uniquely blends 
classic dignity with a romantic naturalism Ihis wc foiget 
at our peril The Court scene m The Merchant of Venice has 
been played with dummied figures and masked faces sitting 
in a row I caimot see Shakespeare’s nch humanism m a 
masked face Too often so-caHed ‘symbolic’ effects sit on a 
Shakespeanan play hke a monkey on a wai-hoise 1 hose I 
emphasize are rather the combing of its mane, the glint of* 
steel on its hoof, the capaiison to diape its flank So we 
shall lead it out for some great actor, some new Ganick, 
Kean, Henry Irving or Forbes-Robertson, to bestude as 
never before was possible Shakespeare’s symbolic eflccts 
expand but never oppose nature, his world is no dieam 
world, but a newly-wakened world, his is an inclusive trans- 
cendentalism Therefore all our symbolisms must be 
warmly human, intensely real, though not realistic, diawn 
ffomt not imposed on, the action 
More if the production is to live, the pioduccr himself 
must build and create during rehearsal, even sometimes 
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take suggestions from his cast, must use the varied interplay 
of personality at his disposal to the full Eveiy true per- 
formance, amateur or piofessional or mixed, is partly a 
commdnal cieation The pioducer must have absolute and 
final control over every detail, but he should use it with 
leserve He should never woik from an unalterable plan 
Who ever painted a picture or wrote a novel in that way^ 
So much depends on the actual personalities of the cast In 
my own experience the best pomts often develop fiom an 
accident, some one else’s good suggestion, or the necessities 
of a particular stage For limitations, as I have continually 
urged, aie usually capable of exploitation Every true artist 
knows this Shakespeare knew it Art is not a luxuriating of 
fancy, but a bending of opposition and inertia to the crea- 
tive will 



Ill 

SOME ACTUAL PRODUCTIONS 


I NEXT describe some actual examples from my own pio- 
ductions that are relevant First, I outline the development 
of Orsmo m Twelfth Mght, a part I have acted twice, and 
studied carefully, next, I refer shortly to my productions of 
Romeo and Juliet and Henry VIII, then, more fully, to those of 
Othello and Hamlet y with a final note on King Lear I use the 
imUals C, R, and L, for 'centre’, ‘right’, and ‘left’ Remem- 
ber that stage right is the audience’s left Up-stage is away 
from the audience, down-stage towards them 
Hart House Theatre has a good fore-stage which suits 
ShaJsespeare well, and serves to make the change fiom 
auditorium to stage properly giadual and convincing We 
ought perhaps before this to have discussed the kind of stage 
best suited to Shakespeare However, what we do on our 
stage IS more important by far than the type of stage we use 
generally there is no choice A blend of modernism and 
fore-stage seems best, such as you have at the Stratford 
Theatre I am not myself in favour of aft Elizabethan 
theatre to incorporate certain Elizabethan principles with 
our own seems healthier 

(a) Orsmo m Twelfth Night 

The current stage misconception that Orsmo is a dull 
part IS a symptom of our false valuations concermng dia- 
matic poetry Difficult it may be, but not dull It is far 
subtler, for example, than the part of Sir Toby Orsmo 
starts as a highly romantic lover, with a fiercely passionate 
nature wholly dominated by Olivia At his second appeal - 
ance his words ‘Who saw Cesario, ho^’ following Valcn- 
tine’s-remarks about Viola’s advancement, already suggest 
a» new emotional direction Next, he describes how he has 
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Opened his soul to the supposed boy He talks a little glibly 
of his ‘passion’, when Viola reminds him of it, only next 
moment to revert at length to Gesario’s suitability as a mes^ 
senger This he develops Promises big rewards Watch how 
fond he is getting of Cesario Next we are to find them to- 
gether listening to sentimental music Orsino, I am sure, is 
by now far happier being sentimental over Olivia with the 
boy beside him than he would be if his suit were suddenly 
accepted Notice with what new and contrasted cheeriness 
he enters ‘Good-morrow, friends’ See how he looks for- 
ward to a feast of sentiment and song with Cesario Last 
night it ‘relieved his passion much’ we can well believe it 
He calls Cesario to his chair, and talks of the day when he 
too shall love, enjoying the thought At the words ‘the con- 
stant image of the creature that is beloved’ his eyes can rest 
on Viola which points the quality of the whole scene 
Orsino IS unconsciously revealing, to us, a love he has not 
y-et recognized He asks how Cesario likes the music ‘It gives 
% very echo to the seat where love is throned ’ Orsino, de- 
lighted, enquires if the boy has himself yet loved, and an 
exquisite dialogue of cross-purposes ensues Orsino enjoys 
a.ssociating Cesario with love The psychology is subtle and 
delicate And somehow, listening to Cesario’s replies, in a 
new and finer consciousness, he wistfully speaks the tiuth 
Df his violent masculine passion for Olivia 

Tor boy, however we do praise ourselves. 

Our motions are more giddy and unfan. 

More longing, wavering, sooner lost and worn 

Than women’s are 

To which Cesario replies ‘I think it well, my lord ’ Watch 
he contrast ih this scene of feminine sincerity, maiked by 
Viola’s short replies, with masculine flamboyance Feste 
xrrivcs Oismo tells Cesario to maik the song which he 
describes It is ‘old and plain’, not ‘light and flashy’ a sig 
nficant contrast between the two sorts of love outlined in 
this scene So together they listen to Feste, Viola deeply in 
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love with Orsino, Orsmo not yet aware that he is already 
deeply m love with Cesario He has an arm lound the boy, 
holds his hand, listening to the love-poignancics ol Festc’s 
wavering melody, Olivia all but forgotten, for it is a n unt- 
less Love only that rules, Cesaiio by lus sjdc As Irom a 
dream, where the close touch of Cesario phys a part, 
Orsino at last wakes But I think Feste has to come and 
stand in front to lemind him, coughs perhaps ^ We in cd not 
fear comedy Orsino and Gesaiio have to be recalled Irom 
the paradise wherein the undulations of music still hold 
their minds Orsmo is irritable Tells them all to go 
Again he is alone with Cesario His Olivia-passion, the 
cheating lure that vulture-like has fixed its beak in his con- 
sciousness, has returned It rises almost as nn undtsiitd 
duty 2 He is tormented with carnal passion If Oisino in 
deep thought crosses the stage befoie ‘Once moic, Ctsano’, 
you can get the change well underlined by action His love 
for Olivia, he says, owes nothing to hei wealth it is ptucly 
h^ face and body he desires, or woids to that cflcct Ob- 
serve there is no thought of anything deeper At Cisaiio’s 
objections to his insistence - notice how maternal Viola is 
compared with Oismo’s almost adolescent unreason - and 
the apt reference to some woman whose love might with a 
like hopelessness be set on him, Orsmo scoffs at woman’s 
love, saying no woman could sustain so powerful a passion 
Notice how this, m his changed consciousness, conti aclicls 
the spint of his earlier admission of masculine inroust nicy 
He IS irritable, angry, in that confusion whcic llic ])dlkd 

I And expects money Why does Feste get so many tips’’ Other 
Shakespearian fook do not Feste, compact ol music and wit, dishls the 
quintessence of the romantic comedies He is the presiding gtnms of 
Twelfth Night His habit of getting money out of eveiyom incieas<s hw 
dramatic digmty he is them 

s Lust 15 a very conscious thing The mmd projects before itself 
image not profoundly desired by the unconscious self and then fore 
finally unsatisfying, and next pursues it almost as a duty Budlty has 
noted that Macbeth seems to lall Duncan as a ‘duty’, and I have (else- 
where noticed the element of lust m the play 
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mmd struggles to unify and objectify its own conflicting 
levels of consciousness Viola helps him She tells of her 
supposed sister’s love, and for the first time in this scene lets 
herself go 

My father had a daughter loved a man 

Orsino glows interested He returns to his chan She is 
kneeling by him They are again almost in their old posi- 
tions Again he takes hei hand The accents of true love 
melt the mirage of his eye-lust for Olivia ‘She never told 
her love ’ Orsino is again rapt in Cesario But Viola has 
gone too far, and diaws away, tears welling to her eyes 
Turning from him, quickly she speaks ‘Sir, shall I to this 
lady^’ Orsino is baffled both at the boy and at Inmself 
Then he remembers his part of di amatic lover, recalls how 
he loves Olivia, and speaks perfunctorily 

Ay, that’s the theme Give her this jewel Say 

My love can give no place, bide no delay 

His mmd is not m the glib words Cesario goes out If during 
the action somewheie some small object, a lose for example, 
can be impregnated with Gesano-associations and left lying 
about, Oisino can now stand watching Cesario’s exit, then 
pick It up, look anxious, and, ending with a gesture of worry, 
go out deeply thoughtful 

In the last scene, wheie Oisino is i ejected by Olivia, his 
hreat to slaughter Cesaiio does not conflict with my lead- 
ing His Olivia-lust IS a mad hunger (I, i), and, when it 
dominates, all-poweiful 

But this, your mimon, whom I know you love, 

And witom, by havens 1 swear 1 tendu dearly, 

Him will I tear out of that cruel place 

Wheie he sits throned in his master’s spite 

Comt, boy, with me, my thoughts me iipe for mischief 

I’ll s xcnfice the lamb that 1 do love 

To spite a raven’s hcait within a dove 

The italiciiied woids should be spoken with an agonized 
expression of inward conflict Orsmo iccognizes the act as 



84 PRINCIPLES OF SHAKESPEARIAN PRODUCTION 

one of mad 'mischief’ he is spiting himself as well as every- 
one else Observe, too, that there may be a ceitain element 
of jealousy of Olivia’s share m Cesaiio’s affections Any- 
way, he IS thwarted on every side, and mad with rage 
When he knows the truth and Gesario turns out to be a girl, 
he should look as though scales of blindness have fallen 
from his eyes,i and Paradise is found at his elbow - and has 
been there all the time, could he have known it 

Boy, thou hast said to me a thousand times 

Thou never would’st love woman like to me 

Orsino speaks the final couplet, Viola is to be 'Orsmo’s 
imstress and his fancy’s queen’ It is a lovely ending It is not 
a patched-up conclusion Such slipshod phrases arc thrown 
about with altogether too great a facility From the very^ 
start this ending is prepared Orsino, like Benedick, the 
chief persons in Measure for Measure^ and Shakespcai e’s 
greater tragic figures, is shown on a voyage of self-discovcry 
He sloughs off the false, and is forced by the action to stlf- 
recognition I think he should not be presented as a senti- 
mental young man, but rather as a barbaric prince, some- 
what Onental, of a passionate and violent nature His name 
is sigmficant 


(b) Romeo and Juliet 
Hart House Theatre, Toronto (1932) 

Our worbng out of the first fight appealed to me inter- 
esting It IS most important to get the contrast of the two 
houses and their retainers branded into the audience’s 
mind, which cannot be done if the words arc lost The sei- 
vants start brawling, but as soon as they cross weapons 
Benvoho enters They pause at his words - or he beats down 

I Shakespeare’s sonnets describe a man’s love fox a boy, such a? 
Antomo’s for Bassamo and the other Antomo’s for Sebastian Xhc 
Antomo-Sebastian drama is a miniature and most powerful 

To what extent may we relate the boys who-turn out to be girls m the 
romantic plays to Sonnet xx^ See my Qtnst and ^letzsche^ ch iv 
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their swords Tybalt’s entry draws Benvolio’s attention, 
they speak and start to fight, the servants supporting them 
on either side, not actually crossing weapons, but shouting 
‘Down with the Gapulets’ or ‘Montagues’ Two officers 
enter, using staves to push back the fighters Now Gapulet 
enters from down R His appeal ance helps the officers to 
check the noise and most of the action his words should 
get an exact hearing Then Montague enteis down L They 
face each other across the fore-stage, each with his lady re- 
straining him The tableau is important When they fall on 
each other there starts a general melee The two officers use 
action that suggests they are lestraining Gapulet and Mon- 
tague, one between them, one outside Montague, to avoid 
too stiff an artificiality There are more shouts, and weapons 
cross There is more noise than ever before, thunderous 
For an instant you get a vivid picture on each side one of 
the servants sinks to his knee, an arm shielding his turned 
head from an opponent holding an uplifted weapon These 
arc up-stage of Gapulet and Montague and their wives, and 
partly obscured What you want is a defimtely significant 
picture to build your effect subconsciously There is a great 
aoise just before the Prince’s entry Notice how the en- 
rances are built up servants, gentlemen, lords, and the 
Pimce, in order He enters from a platform C and speaks 
Irst from its central steps, the noise dwindles, then rises 
The fighting has stopped He carves a way down centre, the 
officers pushing people aside There aie still muimurs He 
s right down on the words ‘Throw your rmstemper’d 
tveapons to the ground’ There is complete silence A pause 
Then, ‘And hear the sentence of your moved pnnee’ He 
urns - the deliberate throwing away of stage presence by a 
Lui n up-stage underlines his absolute authority - and walks 
Lip-stagc, followed by the officers Standing on the steps he 
jpeaks the rest, officers either side, the whole group, who 
iiavc had tunc to get to new positions, listening many have 
their backs half turned to the audience^ giving extra em- 
phasis to the Pnnee’s importance 
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Doae like this, not a single line need be lost, theie has 
been hardly any actual fighting, but the impiession of a 
fight IS strong You get the fight by an undulating succession, 
increasing waves, curving down after the Princess entrance 
- the usual Shakespearian movement Such variation is far 
more effective than one undifferentiated mass of noise, since 
without variation there is no significance Shouts and mur- 
murs in waves are more effective than weapons banging 
Usually the words are quite lost, people m odd corncis of 
the stage chnk swords in pairs, with no effect of two scpai- 
ate paities, nor any real effect of a fight, which cannot be 
got by just imitating fighting The Prince comes on as likely 
as not from one side You must use youi conventional stage 
and get sigmficant pictures fiom your gioupings There is 
usually no centrality about the set it is just sticct in 
Verona* and looks like one That is, nothing has be en done 
to spatialize the play’s inward centrality, and without such 
interpretation the production is dead The three tntxanccs 
of the Houses and the Prince are all important theic is a 
patterned formality about them which must be not only 
preserved, but emphasized 

Romo and Juhet presents a love union m contiast with 
family hostihty and civil disorder which is clcaily one 
variety of the music-tempest opposition thioughout Shake- 
speare The prologue correctly describes the play Romeo and 
Julut is more than a love-story For the lovcis’ stoiy is not 
only related to these outward isturbanccs, but then deaths 
prove sacrificially creative The play has an exact and in- 
tricate pattern These wider issues must not be sluued 

In this production we used no sky-sheet, only daik dj apes 
with steps and a platform disclosed centie On the central 
platform we arranged vaiiously two white blocks, made to 
appear like solid rectangular cubes, over six lect Jong with a 
cross-section about eighteen inches squaic Por the slice t 
scenes one stood perpendicular, th,e other lay hoiizontal and 
diagonally towards the audience, both with corners and 
edges showing as much as possible They gave just the tone h 
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you want of rectangular irregularity suggesting city street* 
and buildings For the Gapulets’ dance they became pillars 
and weie useful for Juliet’s tomb They appeared in all the 
full-set scenes, giving a helpful impression of permanence 
The Friar incidents and smaller Gapulet scenes were done 
with plain curtains Juliet’s potion speech is most effective 
with a minimum of furniture we had one couch in front of 
a black curtain Romeo’s parting with Juliet ^ve ananged 
poorly with Romeo going off on one side and a plain back 
curtain I have seen it done better by the Ottawa Drama 
League with Romeo disappearing over a central balcony 
against a sky background In most professional perform- 
ances these inward and emotional scenes are hampered by 
alien effects If Romeo ties a rope to Juliet’s bed to help him 
down, and she throws it after him, it is all very convincing 
but somewhat disconcerting Such action has no depth of 
inward sigmficance at all, and therefore fights against the 
words, besides making you too conscious of windows, beds, 
dressing-tables, hair-brushes, and so on 
In the central fight scene observe that Mercutio and 
Benvolio must really start in ill-humour with each othei 
It IS a hot day They are bored and quarrel iriitably about 
each other’s aptitude to quarrel The humour of the situa- 
tion should be unconscious on their part They are sho\ m in 
a mood that makes Merculio’s later actions reasonable An 
interesting point arose in Romeo’s attack on Tybalt In 
contrast with the earlier Mercutio-Tybalt duel, Romeo 
rushes on Tybalt m a blind frenzy, disarms him with a 
sword and stabs him with a dagger At the dress rehearsal I 
found I had no time or space to draw the dagger I just 
pushed at him with my hand, his body obscuring the action 
Though I clearly could not have drawn the dagger, no one 
obsci vcd any thing wrong, and we did it that way each night, 
without losing the effect In this scene, when the Prince 
auivcs, he is better not speaking from the centre steps He 
has done that once It is better to have him down centie 
somewhat, in the middle of the geneial distiess, as it were, 
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drawn down from his authoiity by this disastrous civil dis- 
order that has ended in his own kinsman’s death So he 
stands, surrounded by figures pleading for foigivcncss or 
vengeance, Lady Gapjtilet kneeling over Tybalt He is a 
symbol of Verona, torn, distracted by internal conflict 
Observe Romeo’s growth during the play Fust he is a 
love-sick boy, next an aident and successful lover, next, a 
hero suffering for support of his friend In his ‘banished’ 
scene with the Friar his emotion is violent, and must be 
given with rhetorical force and abandon He must on no 
account sob like a big baby he so often docs This is the 
sort of situation that only poetic drama can pi opci ly tackle 
we must let it do so At his re-entrance into the action in the 
Mantua scene he should show a new maturity and manly 
digmty the wearing of a cloak and top-boots - a small but 
effective touch - strilces the right note His soliloquy le-* 
counting his wondrous dream must be given cveiy chance 
this is all clearly to be done on the fore-stage The dicam 
curiously forecasts Antony and Cleopatra^ touching a sense ol 
love’s victory beyond death Gompaie Romeo’s ^ that I 
awaked and was an emperoi’ with Cleopatra’s ‘I di earned 
there was an emperor Antony’ Romeo’s hearing of Juliet’s 
death is best taken with a terrible quiet and a mad glint in 
the eye givmg a new depth to contrast with his earlier 
abandon His description of the Apothecary is very import- 
ant, and should be done slowly New worlds aie swiftly 
swimming into his ken Observe how deepest tragic expen- 
ence at once, and for the first time, opens his eyes to suffer- 
ing and impoverished humanity Lear’s purgatory is foic- 
cast He now recalls having seen the Apothceaxy, partly 
because he needs him, partly because his consciousness is 
tuned m to such tbngs, unnoticed before lhat is, Shake- 
speare uses the Apothecary to strike the required txagic 
note Watch how Romeo’s values are reversed during his 
conversation with the man the world’s gold becomes 
poison, hfe a sickness Even so, beyond pleasuic himself, he 
takes a selfless pleasure m the Apothecary’s advantage ‘Go, 
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buy food and get thyself in flesh’ This is the first purely 
selfless thought he has uttered Juliet’s death has made a 
Christian of him Of comse, all this must be stressed and 
done simply we must not deseciate it with attempts to 
photograph Mantua 

When Romeo next enters before the tomb with Balthasar 
his heavy step and set looks must expiess his dcajjJlyiiltensi^ 
and rigid course He warns his servant fr^yi^impeding his 
almost mamac determmation Gives him gold, says fare- 
well kindly, again kind with an all but inhuman and last- 
moment charity, like Timoi^ with Flavius In these latter 
scenes Romeo should cer+ fily wear a heavy cloak it gives 
him the extra power and piesence that he needs We are in 
the world of Othello, King Lear, and Timon of Athens Alone on 
the stage he turns and walks up towards the tomb, a figure of 
tragic destiny It is a tragic ascent 

The last scene of Romeo and Juliet is neaily always ar- 
ranged badly The full set usually shows the interior of the 
vault For much of the scene this at first sight appeals to 
have certain cheap advantages, for the end it is weak and 
for the beginning ruinous Romeo enters far up-stage be- 
yond a grating, he and Balthasar two distant silhouettes 
tlis ill St speeches are thrown away the picturesque adven- 
ture instead fills the eye with tawdry enjoyment The busi- 
ness with Juliet IS done centre-stage easily enough Finally 
you have the entry of Capulct, Montague, and the Prince 
This IS the third such formal entry Here it is pot very help- 
ful to have the final group within the tomb The final 
speeches are far better spoken fiom outside it, fiom the out- 
side world, overlooking the lovers’ tragedy, yet looking up to 
It nevertheless as to a sacrifice The Prince’s reference to the 
sun’s overclouding comes better this way than if they were 
already engulfed underground, though this is a minor point 

The tomb should, then, be up-centre and laiscd Romeo 
entered, in our production, dotvn L on the fore-stage this 
throws the intensity of his fiist speeches down close to the 
audience As he walks up to Juliet, he is, as it were, chmbing 
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not descending The mattock-business of the opening of the 
tomb we did simply by suggestion - though Romeo had an 
actual mattock - and the drawing of a curtain a little extra- 
realism could be easily arranged, if wanted The middle 
action is at least equally good this way, and the final gioup 
better The whole scene, indeed, acts itself It might have 
^%eerrwfitten for such an arrangement, and, as a mattei of 
fact, was Hbweyer, you nowadays see it done diffeiently, 
all to get a pietty^^Sfect of gratings and silhouette figures 
against a night sky and"p^ haps a twinkling star disjointing 
the body of the drama anci' pushing it out of shape 
The conclusion should be stately and ceremonious, with 
no hurry though the Friar’s speech should be condensed by 
cutting We cut also from Juliet’s potion speech to Romeo’s ^ 
Mantua scene For a production done under un-profcssional 
conditions it is always best to cut freely and, if possible, find 
one such large cut that does not tangle the patttin, gener- 
ally m the latter half We had no music, unavoidably but 
certain simple sound-effects at act beginnings might have 
been profitably devised The play, if I remember rightly, 
was divided into four movements, intervals falling aftci th< 
Balcony scene, the death of Tybalt, and Juliet’s potion 
speech or, if not, that is where I should put them now 

(c) Henry VIII 

Hart House Theatre, Toronto (1934) 

Henry VIII is a massive play It is a fitting - ont might 
say the only fitting ~ culrmnation of Shakespeare’s work 
The play was given in three acts Each movement we 
preluded with music suggesting, for Act I, tragedy, loi Act 
II, a quality pre-eminently martial and kingly, lor Act HI, 
a joyful solemmty Certain other scenes were given a few 
bars appropriate to what followed I tried to play on a ic- 
current king-theme motif The saturating Chustian quality 
of the play was reflected into anthems and hymns 
As for sets, we used mainly the central platfoim and steps 
between black curtains On the platform was a table and 
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chair, and behind small red curtains disclosing an attempt 
at a stained-glass window This appeared to blend neatly a 
permanent and ecclesiastical formalism with historical 
realism In front we used thrones, chans, tables Once we 
had the red curtains drawn and a heavy hghted candelabra 
on the platform for the scene where the King hears of the 
birth of his child For the Queen’s trial the central platform 
was filled with standing lords and a bench of bishops below 
on the steps, the Cardinals’ thrones were up L to LC and 
the King’s R Down L was the Queen’s chair This arrange- 
ment distinguished clearly between the King’s and Car- 
dinals’ authority, and gave the Qpeen an important cross 
to a good position between the King and Cardinals for her 
long speeches all which has obvious advantages Bucking- 
ham’s farewell^speech was spoken, necessarily I think, on 
the fore-stage 

Three scenes are worth describing m some detail The 
first IS that where the King discovers Wolsey’s duphcity 
and leaves him to the merciless baiting of hostile lords My 
arrangement well illustrates what I mean by ‘significant 
action’ 

The set shows a chan and table on the platform m the 
alcove, and another chair and table down R Throughout 
the scene we use the platform as peculiaily Wolsey’s, its 
centiality and height relating to the heie dominating mat- 
ter of his high position, the right of the stage belongs to the 
King Oiff-stage L is imagined as Wolsey’s world, off-stage 
R as the King’s 

The foul lords are discovered discussing their giievances 
and rumours of Wolsey’s impending disgrace Seeing him 
coming L they draw down L on the fore-stage Wolsey 
crosses R, dismisses Cromwell, who goes out L, and sils at 
the table down R soliloquizing Appropriately he sits m the 
chan latei to be used by the King as he plans how to rule 
the King’s affairs Wolsey next goes up C to the other chair 
and gets busy with Ins papcis the movement toning with 
his unrestful state of mind The King enters R with an 
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attendant lord, sits by the tabic down R, and addresses the 
four lords who have advanced Two of them go to wake 
Wolsey’s attention to the King’s presence, and then go R 
Wolsey comes down C He faces the seated King and three 
standing lofds R, who are grouped like a tribunal, the two 
other lords are L He is, as it weie, surrounded by cold hos- 
tility on both sides as he receives the King’s anger All but 
Wolsey exit R, the two loi ds L passing behind him up-slagc, 
leaving him high and dry, so to speak, as he comes down 
looking at the papers that have ruined him, given by the 
King Wolsey, alone, first sits R, sees the whole disastious 
Situation, and in despair rises and retires up to the alcove, 
standing on the steps, back turned The lords, the Lord 
Chamberlain, Norfolk, Suffolk, and Surrey, rc-enlcr from 
the King’s side R The Lord Chamberlain £^d Norfolk get 
L of Wolsey and demand as from the King his seal of office 
Wolsey, who has come down the steps C with great dignity, 
refuses, then turns to re-ascend Then woids bring him 
down again For a while he maintains this central position, 
the lords taunting and insulting him, two on either side 
Surrey, particularly fiery, has moved from R across SuiHblk 
to RG From there he makes a particularly insulting re- 
mark about Wolsey’s supposed amours and then turns away 
up-stage R, the Ime lending itself to just this movement of 
disgust He IS joined there by Suffolk, who walks up R of 
the table Wolsey with great digmty crosses R to llu tabic 
on the line ‘How much, methmks, I could despise this 
main ’ This movement suggests his yet intact outward 
confidence, since he goes deliberately to the side - the King’s 
side - from which the insult came, yet suggests subtly his 
need of chair or table as support Observe, too, that he has 
given up his central position The placing now is Wolsey 
standing by the table R, slightly more central than the two 
lords Surrey and Suffolk behind him up-stage R, and Nor- 
folk and the Lord Ghamberlaui L The Lord Chamberlain 
stands well away, aside from it all, to mark his moie sympa- 
thetic and kindly nature Now the other three lords volley a 
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succession of charges at Wolsey Surrey and Suffolk come 
centre from behind Wolsey, each on his first words, in a 
circular movement, ranging themselves with Norfolk m a 
diagonal line The accumulative nature of their accusations 
IS underlined by one following the other, and the coming 
round from behind gives a touch of meanness to their bully- 
ing attack At one particularly crushing chaige Wolsey 
sinks m the chair Notice how Wolsey’s central dignity is all 
gone, how he sits crushed on the King’s side of the stage 
where he was recently complacently planning England’s 
future, and how the lords are now one combined force bear- 
ing down on him from one side and shutting him off irom 
both the platform and his own world L One of them might 
now ascend the first step Finally the lords exit R as befou, 
passing up-stage of Wolsey Anything slightly undignified 
m their thus trooping off in single file tones with their be- 
haviour Surrey makes a final violent expression of scorn as 
he passes, the Lord Chamberlain, the last to go, hesitates, 
looks both sorry and baffled, and passes out 
So Wolsey is left alone again His soliloquy is spoken m 
the chair Cromwell enters L, and gives his xuws turned 
away down L At ‘That’s news indeed’ Wolsey stands, only 
to sit again at ‘Tlieic was the weight that pull’d me down’ 
At his assertion of loyalty Ctomwell fills kneeling by Wol- 
sey’s chair Wolsey speaks sitting, his hand on GromwcU’s 
shoulder, but uses on the line ‘Say, Wolsey that once trod 
the ways of gloiy’, Cromwell still kneeling At ‘Pnthee, lead 
me in’ Cromwell rises They go up C At the words, ‘Faic- 
well the hopes of Court’ Wolsey turns and looks towards the 
empty ehau R At ‘My hopes m Heaven do dwell’ Wokey 
and Cromwell are C, backs to the audience, Wolsey looking 
up toward the staiucd-ghss windows The scene then closes 
I next notice the. scene where Qjiiccn Katharine has a 
vision of Paradise 1‘his, Shakespeare’s last play, shares 
with the othcis of his final pcuod a strong religious and 
mystical quality, heie for the first time explicitly Chnstian 
The siek Qjaeen is discovered m a chau RC with two 
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girls and her gentleman Gnffeth The lights me slightly 
dimmed with a predominance of red to create a sunset ( ffect 
Gnffeth speaks his description of Wolsey’s end Ihc Qiieer 
asks for music Gnffeth makes a gcstuic down L md with 
draws there with the two giils, as solemn piano music starts 
As soon as the now sleeping Queen is quite alone violins aic 
audible coming over the solemn music which du s down 
Famt^voices are heard, singing an Eastoi Alleluia liymn 
The voices and violins gather powei as Ihuc white -lobcd 
figures enter from either side The lights come gradually up 
The six, themselves silent, execute a complicated dance , and 
curtsey to the Queen m pairs At the climax, when the 
lights and singing are at their height, they offer hti the g ir- 
land of immortality The lights are now a white bla-^sc bn the 
snowy figures The Queen holds out her hands 1 lu n the 
figures depart, voices and violins growing solte i and lights 
dimming down to their original strength and coloui t inally 
the solemn bars from the piano come up again and all is as 
It started The Queen calls, Gnffeth and the gnls go to hex, 
having seen and heard nothing 

We amphfied Shakespeare’s directions to the extent of 
varying the music but the effect was essentially Hue to 
—them The use of lights was unorthodox a sleep-vision is 
nearly always done m half darkness I chose the opposite, 
showing off the vision against waking life as daylight 
against dream Whether or not we believe m any pai adist if 
IS clearly the producer’s business to make such see ncs con- 
ymcmg, and a paradise of green or blue lights is not 
attractive 

The whole last movement is optimistic, towering up to 
the final crest of prophecy In the caihcr paits we had 
tragedy heavily toned with religious consolation see 
Buckmgham’s and Wolsey’s last speeches Our third act is 
happier In Queen Katharine’s vision we face the radianct 
of etermty, in the coronation of Anne Bullcn and the 
chnstemng of Elizabeth we face rathei a radiance tem- 
poral and earthly To point a unity here I used the same 
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Eastei hymn for Kathaiinc’s vision and Elizabcth^s chns- 
tenmg procession Easier associations are appro'|>nate to 
both rcsuricction and birth If you object that the hymn was 
a Piotestant affaii out ol period, wc could argue that the 
play significantly contrasts Cranmei with the cardinals In 
this last act Cianmii becomes most impoitant the three 
tragic persons were excessively proud and fell, Granmer is 
excessively humble and rises We have three processions m 
the play fust, Buckingham’s execution, second, Anne Bul- 
kn s c donation, third, the chiistening The first two went 
cicioss the fore-stage, somewhat similarly, to help stress 
then compaiison and contrast as noticed by one of the 
ehoric gentlemen in the text Our last procession gamed an 
^extra dimension of importance by coming up on to the 
stage through the auditorium 
Foi our final scene the Lord Chamberlain is addressing 
the two porteis on the fore-stage befoie a plain curtain 
Then from the back of the auditorium the joyful pealing of 
church bells bieaks out, and the procession appeals singing 
the Easter hymn As it reaches the fore-stage the curtain 
opens, discovering the full set with a few persons giou:pt*'’ 0 ^ 
both sides 1 he Duchess with the child Elizabeth under the 
canopy goes up the steps G with Granmer, the rest of the 
piocession goes mostly L, but some R This leaves empty 
spaces R The Loi d Chamberlain speaks his formal saluta- 
tion down L Next there are trumpets and the King’s 
guards enter R, and then the King with more lords and 
precede d by two heralds walks up C to a few bars of the king 
motif Notice that the empty spaces are now being filled The 
dehbeiate and gradual filling of such spaces in a scene of 
pagcantiy is efiective You get a sense of mass by watching 
the building piece by piece, and one of plan and purpose 
behind that lends the whole significance In this mstanc< 
you have seen the Alleluia procession arrive leaving Gran 
mi r and the child m the centre, and, as thi Waiting 
btagi grouping, which give you a sense of something lacj^^ 
||ai( iillcd i\i the King’s entiy, you watch myalism cc^ 
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merit religion The interplay of Church and State is vital ir 
Henry VIII So now the King ascends the steps, stands oppo 
site Granmer, and kisses the child, and then starts to de 
scend, taking Granmer’s hand But Granmer holds back 
after coming down one step and asks leave to speak This 
gets the King a step lower than Cranmei, who remains high 
and central for his prophecy, the culmination of the whole 
play and, indeed, Shakespeare’s last word to the world 

(d) Othello 

Hart House Theatre^ Toronto (1934) 

We divided the play mto three movements, one leading 
up to Gassio’s dismissal, the second composed only of the 
big temptation scene, the third, the rest of the play That ihf 
tlie hatchmg of lago’s plot, the success of it, the result of it 
The early scenes were done simply, but a difficulty arose 
at the change from the Duke’s councd-chamber to Gypi us 
There was furmture to be moved The gap was filled by an 
mteresting expedient You need something here to indicate 
and help realize the change in locality, and the tempestuous 
voyage of Othello and the rest is of great impoitancc and 
needs unt*;'rlimng Its symbolic force is this Othello and 
Desdemona conquer adversity They arrive safe ovci hostile 
and tempestuous seas The Turks are drowned and Othello 
meeting Desdemona is shown victorious m both war and 
love All this contrasts with the more fatal spiritual tempesf 
raised later in Othello’s mind by lago So wc arranged a 
miniature orchestra of sounds, using a wind-machine, a 
surf machine, a thunder-sheet, a big drum, and a bugle All 
ights are down Waves of elemental conflict crash m the 
iarkness, and through them comes a faint strangled bugle, 
igam, waves of sound booming and thundeung, dying and 
nsmg, a crescendo of fury, but next the bugle comes stiong 
giad clear over the tempestuous waves, suggesting the vk- 

over hostile nature Ail thus lasts quite a while 
loud Meanwhile the curtains have been drawn 
and f^Ulchts now go up pn Cyprus 
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On the central platform there is a plain balcony against a 
daikentd sky-shcet On this men are watching the waves 
Montano strides about anxiously below The lights are still 
somewhat dimmed News arrives by hurrying messengers 
All IS waihke pieparation and bustle Intermittent wind 
and suil still sound A messenger tells of the Turkish dis- 
istei and of the ai rival of Gassio’s ship It is growing lighter 
Gassio cnteis L, thionged by citizens He wears armour and 
a helmet Gries of ‘A sail, a sail’’ are heaid Soon - not 
dll cctly - after, guns thunder a salute Observe that Gassio’s 
anival was not so hei aided beforehand A messenger goes 
off to enquire ol this new ai rival, while Cassio tells of 
Othello’s marriage, emphasizing Desdemona’s excellence 
The messenger returns, saying it is she who has arrived 
Cassio in Inghly figurative language imagines her divine 
preiogativcofsafcty against tempests He pi ays for Othello, 
speaking of him as of a god coming to breathe life-fire into 
the Cypriots See how the glamorous situation is being 
built, heaped up, one entry on another The lights aie 
well laised Now Desdemona, Emilia, and lago enter from 
the centre platform, and descend the steps, holding their 
raised position fbi a second or two while the ciowded stage 
kneels at Cassio’s command and Ca-ssio speaks his welcome 
Watch Desdemona descend, immortal beauty untouched 
by stoim The lights are bright on her No more wind and 
surf IS audible the tempest is being crushed by human 
excellence. Now again, m quick succession, cries of ‘A sail, 
a sail’’ and guns Cassio was unannounced by such effects, 
for Desdemona they were separated by a few lines , now they 
come both at once While they go for the news, Desdemona 
talks playfully with lago an exquisite contrast and delicate 
uony She is gay and colloquial A divine domesticity 
breathes fiom her A trumpet sounds notice how this thud 
exit has thus additional ceremony, by contrast lifted high 
and using over the others ‘The Moot - I know his tium- 
petf Cheers sound off Desdemona runs to the steps At- 
ij'ended by soldiers Othello appears up-centre on the plat- 
p s p -4”^ 
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form, with steel breastplate and tall Vihiiig helmet, and 
stands amid a dm of welcome from the now packed stage, 
an aim raised both in recognition and to command siknccj- 
There is next utter quiet He starts to come down, and holds 
out his aims as Desdemona steps up to his cmbiact Notice 
that she, no ‘moth of peace’, goes up to meet him, up to his 
glamorous world, he does not descend all the way ‘O, my 
fair warrior'’ The light falls brilliant on them, cential 

Observe how the scene piogie'scs in waves, like the fiist 
scene m Remeo and Juliet, each entiy moic striking than the 
last Consider the skilful technique by which noiinal time is 
telescoped to make such a svvift-gatheiing crescendo of cha- 
matic effect, depending as it does on the aiiival ol scveial 
ships, possible My ariangement bungs out only what i, 
aheady in Shakespeare The poeUy heic is highly dccoia- 
tive and richly inflated with uiiversal significance As 
Othello and Desdemona kiss, lago, clown L, mutters ‘O 
you are well tuned now ’ It is a gi cat scene but its gi and 
artistry can be only too easily slaughtered by inconsidi i ate 
production 

After Othello’s exit we showed Bianca giving the glad eye 
to Gassio, who reciprocates her interest, and shoilly altci 
introduced a dance for her and two others My reasons w c i ( 
(i) the part of Bianca needs building up, and it is .is well 
to let the audience know who and what she is or hei 1 itc i 
entry loses force, (ii) in this way we help to illuminate th 
part of Cassio, his attractiveness and moial laxity, and (in 
It all serves to create a sensuous suggestion, m tone with th 
change m locality, that consideiably helps the lati i action 

The Herald announces the general holiday on the lou 
stage Then the cm tain discoveis our recent full set, now 
with a table and benches L Montano, lago, and othci s ait 
lounging about The dance starts, given by Bianc.a and two 
girls It IS a southern iiotous aflaii with tanibouiincs 
Bianca follows with a solo turn, very colourful and sensuous 
All this lends point to Othello’s warning to Cassio - they 
enter down R after the dance is over - about ovci -stepping 
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the limits of meny-making Cassio’s drunkenness follo'vvs 
rtlie easier Wheh Othello enters after the fight you can get a 
good point by letting him stalk about in dead silence Seeing 
Bianca solicitous for Gassio, holding on to him perhaps, he 
gives her a stony and puritanical stare, as though his high 
morality is doubly shocked by scenting sexual in addition to 
imbibitory vice All this shows the kind of additions I de- 
fend unless they seem to be doing quite a lot of useful 
things at the same time, they are piobably unsafe 
We come now to the impoitant middle act here we have 
some very interesting examples of sigmficant action The set 
shows the steps and central platform between dark curtains 
Ovei the balcony is thrown a rich purple cloth The sky is 
J^right behind On the mam stage we have two light-giey 
seats and a table with a golden tasselled cloth R, and a 
cofburous divan L On the table are papers, ink, and pens 
Up to now Othello has dressed in European style, from now 
onwaids he wears an oriental costume, a purple gown with, 
irt this scene, a loose gold and red robe 
Desdemona, Emilia, and Cassio are discovered talking 
Just befoie Cassio’s exit (R) Othello and lago enter on the 
fore-stage down L This entry with lago tends to impieg- 
nate stage-left with suggestion of lago and render it slightly 
hostile to Desdemona, who will thioughout exit and re- 
enter R Othello hears Desdemona’s solicitations, sits at the 
table R on the inside chair, and there succumbs to her 
cai esses and gives in The ladies exit R lago crosses R be- 
hind Othello, gazing after them He is now outside the 
table Othello is signing papers The action of this long 
scene will now show us lago diiving Othello from up-stage 
R to down L The table suggests the civilized Europeanized 
Othello, the divan L something of oriental passion lago 
will exit and rc-enter L* 

At lago’s fiist words Othello continues with his papers 
Afterwaids he puts them down lago sits R on the outside 
chair at *My loid, you know I love you** Othello stands at 
*By heaven, Til know thy thoughts’, lago stands and draws 
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back Othello’s 'Ha’’ is uttered as he stndes suddenly C, a 
very significant move according to my plan I ago follows 
close up with 'Beware, my lord, of jealousy’ Othello is C oi- 
RG at 'O misery’, then, recovering, turns to lago, and 
speaks hisreassuiance, lays his hand on his shouldei, ciosses 
below the table to the far seat R, sits down, and icstaits on 
his papeis This long walk indicates a stiong lecovery, yet 
the fact that lie has gone too fai and finds he now has to rc- 
gather his papers for his new position at the outside chair 
faintly reflects the false excess and unceitamty of his assur- 
ance lago now comes up close, kneeling on the other more 
central chair - the one Othello first occupied - and con- 
tinues, Othello glancing sideways nci’vously as though 
afraid of having his confidence blasted by an awkward ^ 
truth Qjiiickly he is standing again, lago also, solicitous 
Othello, now very perturbed, asks to be left alone lago goes 
out L Othello with steady dehbeiation ciossts to tht divan 
and stands by it as he considers his wile’s possible unfaith^ 
fulness Up to now Othello has been compaiatively sub- 
dued in woid and action compaied with what follows latci 
Notice the acute psychology by which ttnible news is 
shown as not having its full effect at the stai t it has to woik 
in the constitution lago’s lines on 'dangeious conceits’ sug- 
gest as much So Othello’s soliloquy is meditative His mmd 
IS numbed, the full pain not felt yet 
Desdertiona re-enters RC with Emilia, theu is the shoit 
conversation and the dropping of the handkc i ( hu 1 Chhe llo 
and Desdemona go out RG Othello can stop, study Dcsdi - 
mona’s face, and then go out alone, she wondcutig at it 
Emilia, left alone, picks up the handkachuf lago u luins 
and gets it from her Dismissing her, he goes down L lor his 
soliloquy about dangerous conceits He watches Othello 
stride back across the platfoim, and speaks his 'man- 
dragora’ lines, standing in the position, down L, where he is 
finally to drive Othello He waits, his back hall-tunied to 
the audience, mesmerizing, drawing Othello, who now^ 
enters G descending the steps 'Ha’ ha’ Falsi to mt^' lage 
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gets Up-Stage, L of Othello, on ‘^How now, General, no 
more of that’ Othello should already show a great increase 
in passion a few minutes off the stage can very often be 
allowed to correspond to hours 

Othello now speaks his first words ^Avaunt, begone ’ 
fiom the steps, with great, though controlled, intensity, 
then crosses lago to LG on the words ‘What sense had I ’ 
He has come a little down-^stage, and maintains the position 
for ‘O now forever ’ facing diagonally L away from lago 
Duung his next violent speeches he turns on lago C, his 
wrath using, and attacks him, thi owing him to the ground 
dose to the table, then walks back L and paces down stage, 
then up, distractedly, on ‘I think my wife be honest and 
^-hmk she is not’ He is violently agitated Observe that this 
iCClion of the scene is using mainly the left of the stage as 
uhe first pait of it used the right lago is driving Othello 
down-stage, and to the left At ‘Death and damnation 
Othello sinks on the couch the first time he has actually 
ouched It lago draws close, telling him of Cassio’s sup- 
posed dream Othello is projected by this down C The 
'novements are getting more violent and rapid in succession 
[ago quickly follows up on his L and drives in the final nail 
vith his words about the handkerchief This finishes Othello 
He crosses to the down L corner ‘Now do I see ’tis true ’ 
He blows his love to the winds and invokes hell-vengeance 

The scene was rounded off by Othello striding back to 
he steps RG on ‘Blood, blood, blood*’ lago follows to LC 
doth pi ay to the marbled heaven of the sky-sheet Othello 
rosbcs lago L as he asks him to go with him ‘aside’ and find 
swift means of death’ for Desdemona, then stops, turns, 
xnd puts his hand on lago’s shoulder ‘Now ait thou my 
leutenant ’ lago kneels as the curtains close Othello’s cross 
shows they are to exit L, that is, away from Desdemona to 
the lago-world lago’s kneeling gives a useful touch of 
Mephistophelean servitude 

No doubt all this sounds umntercsting, but it is not so m 
peiformance Notice that foi this ciucial scene we have 
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used the whole stage, squeezing out every drop of its poten- 
tial significance as a conventional area foi the fiist half 
the right, for the second, the left, and foi Othello’s middle- 
exit and entrance, the centie lago’s positions arc usu illy 
up-stage of Othello, but he keeps drawing level, of com sc 
Othello does most of the moving, impelled by the woids oi 
an outwardly passive lago I considcicd the possibility ol 
keeping Othello central with lago weaving spidcis** webs 
lound him, winch would mean Othello moving at fust 
violently and far, then less and less It has points, and justifi- 
cation m the play’s imagery But I Icel it would be less 
effective Othello would have to become inoic still \s Ins 
language became more violent which is illogiexi, oi, it 
the least, extremely difficult Also U might sc (in too d( fin- 
itely part of a studied scheme lago is on tin whole the 
motor force behind a violent and active Otlu llo ind that 
my arrangement reflected Also you gd the cluiu(*< n\ 
Othello spatially embodied up R to down L Move mints 
should never appear artificial, but should glow nit ui ally 
from the produce’s spontaneous visualization iiid dmuig 
rehearsal Observe that, m contiast to the iltmutiw ar- 
rangement, there aic none hcie ih U au not di im Uit illy oj 
a very obvious sort but they aie used sigmlic mtly Siuha 
blend is exactly what you want Foi the audience n< t d not 
be aware conceptually of the mlellcctiial p] ni, wlut ]i should 
work rathei as an unnoticed auxihaiy 

Observe how the handkei chief is lago’s conclusive point, 
and how this is undei lined by the centi il d<mn-Magt posi- 
tion and Othello’s final cross to the demn L (otn/i (hit 
third act starts with the scene whuc Othdlo d( m mds tlu 
handkerchief from Desdemona Its pecuhai cjualU) and 
importance necessitate a plain foie-st igi aiianginuni 
Every word must be driven m and the attention uuh ti- 
trated 

In poetic drama the action often ctysl ilhzts mto some- 
thing or person suggesting the univeisal tu suptui itmal 
Such are, in Shakespeare, the Ghost m Hamlit, l!u \Vt ud 
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Sisteis and their Apparitions in Macbeth^ the especially vigor- 
ous and elemental tempest in King Lear^ the squadrons of 
blood-drizzlmg soldiers m the sky in Julius Caesar^ the 
mysterious music m Antony and Cleopatfa Ot, to take some 
more modern instances, the Severn Bore m JYiz/z, the carpet 
in Hassan^ Joan’s voices in St Joan^ the South-sea island in 
Mourning Becomes Electia^ the silvei bullet m The Emperor 
Jones y or the Wild Duck in Ibsen’s play Some thing, I 
nean, that binds the action and about which the action 
lu:iteis, or which at an especially poignant moment helps 

0 crystallize and universalize it A nature-force, or a god- 

01 ce, or a magic-force Or it may dominate and all but fill 
he whole action, like the spirit of war in Journey's End, or 
Tchekhov’s cherry orchard 

Now consider Othello What is Shakespeare to do in so 
minently a domestic play^ Rerrembei how we saw that 
Lctual tnunder and tempest was not a suitable accompani- 
nent to Othello’s specifically domestic tragedy and ob- 
eive how Shakespeare consequently edges his tempest m 
lifferently, making it for once contrast with rather than 
Lccompany the later conflict, by means of the stormy voyage 
o Cyprus That, however, is over now What can take over 
ls a univeisalizing symbol^ Shakespeaie chooses an emin- 
ntly domestic article^ and saturates it with supernatural 
ignificancc which thus becomes automatically a symbol 
»f domestic sanctity It serves to bind and focus the action 
Dthello, Desdemona, Emilia, ilago, Cassio, and Bianca all 
)ossess it in turn 

The lines must be spoken with tenific but controlled in- 
ensity Othello’s mind is above his passion He entcis with 
eline giace and slippered softness From now on he wears 

I 1 he carpel in Hassan might be called ‘domestic too Hassan’s per- 
onal domesticity is, of course, crucial He is a homely person involved in 
he horrois of state We can observe tliat textile fabrics are natuiully ipt 
o Oriental plays hence again these dominant symbols, the carpet and 
he handkerchief, in Hassan and Othello For my considered intci pi ctation 
t Hassan see The Wind and the Ram^ Spimg, 1944 
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his long, Straight, purple gown, the coloui od i obt discardc d 
He holds Desdemona’s hand, finding it moist At hs 'i 
good hand’ he studies it, like a palmist this pupius loi 
what follows Desdemona cannot pioduce the handkucliicl 
Othello describes how it was given to lus motlu i b> an 
Egyptian charmer who ‘could almost uad the thoughts ol 
people’, as a secuiity against losing hci husband’s lo\c 
Desdemona is frightened Othello’s wotds g Ulu i iut< nsily 

*Tis tiue there s m igi( in tlu \\( )> ol il 
A sibyl that had numbered in the woikl 
The sun to course two hundred compisst s, 

In her prophetic fury sewed the woi k 

The worms wcic hallow cxi thnt did butd tlu silk, 

And It was dyed in mummy which flu skilhil 
Conserved of maidens’ ht ai ts 

Such speeches are lost on a modem audiciui lu a lunutiue*- 
cluttered stage Throughout until ins (\U Otlullo should 
neither rage, noi appear pathetic hiswoids xtt tlu dun- 
nel of a teiiible and irrevocable faU, and stun contiol and 
reserve in their uttei ance, like a channe I’s hmib , givt s tlu m 
force and direction Othdlo becomes htu a Uinht ioict 
The poweis of the handkeichici lu bung in the s'ltnt 
speech described and proved So Dtbdemoiu, ptipkxtd, 
muimurs ‘Suie, there’s some wondt i in this lundkurhu f ’ 
She has already seen its powers in opt ration ^ Notice how, 
after Othello’s exit, Emilia uses his bthavioui to justily htr 
cynical remarks spoken just befoie lus cntiance Shake- 
speare has done his best to forestall ciitiusin as to her latei 
silence From now on the handkeichut dominates the ac- 
tion It IS not too much to say that Othello kills Dt sdemona 
not for an act of physical unfaithlulncss, but loi paitmg 
with the handkerchiefs For that is an act suggesting the 
desecration of a umveisal sanctity 

We grouped the next few scenes togctlui with a guui 

I I owe this Vital reading of Desdemona’s umark to Mr Middlt ton 
Murry 

a Pope had the point See The Rape of the Lockj v, 11 105 -10b 
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cxirtain half-puJled to reveal a black curtain background G, 
with a single chair in the opening The chair proved very 
useful Othello is discovered beside and slightly in front of 
facing down-stage, with lago kneeling on the chair to- 
wards him, instilling verbal poison The tableau compresses 
a numature of the whole play’s meamng You see Othello’s 
mind thinking away on its own, lago preying on it 
Othello’s words should be wanderingly half-delirious, not 
passionate and violent indeed the usual view of Othello 
as ‘a part to tear a cat in’ is quite off the point His whole 
expression here should be one of extreme intellectual agony 
His mind is shown in pieces Observe how lago keeps 
bunging back his attention to the handkerchief, and the 
reiterated part it plays in his delirium just before he falls 
It IS- lago’s mam instrument of torture 
The chair was useful for Othello to sink in after witnessing 
Gassio’s meeting with Bianca and the handkerchief busi- 
ness between them, and later for Desdemona, and Rodengo 
But fiist we get Lodovico’s entry We had a tall actor m the 
part at this point, where he strikes Desdemona, it is helpful 
foi Othello to lose some of his former digmty Lodovico 
comes in expressly as a challenge to his high position to in- 
form him of his recall and Cassio’s advancement This entry 
is dramatically most significant Fate, it seems, is assisting 
lago^ to torment Othello, whose woids to Lodovico ‘Gassio 
shall have my place’ and ‘You are welcome, Sir, to Cyprus’ 
thus hold a bitterly iromc note This last speech to Lodovico 
is on the border of insanity, and the final ‘Goats and monk- 
eys ’’ not shouted, but laughed, with a demonic, dry laugh 
We cut Othello’s next interview with Desdemona, arrang- 

I This IS usual in Shakespeare Events are as important as psycho 
logy Shakespeare’s heroes do not altogether carve out their own course 
Fateful arcumstance does at least half the work, pressing them to evil 
(as m Macbeth) f or to nobihty (as m Antony and Cleopatra) Here fate is 
ironical After all, ‘fate’, like each person, is ultimately only an 
aspect of Shakespeare’s dramatic expression However, in such instances 
Shakespeare records life faithfully We all share responsibility with cir 
cumstance, and chance blends curiously with mental states 
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mg foi her to re-entei with Emilia She sits on the chair 
and later kneels to I ago She does not touch him, nor he her 
The effect on lago is left by Shakespeare unregistered To 
follow Shakespeare, let lago turn up-stage after Desde- 
mona’s exit, and stand with his back to the audience lago 
must not be shown as positively callous of hei pathetic 
position, nor as deeply moved bv it He speaks comteously 
enough to her It is just outside his inhuman attention, I 
suppose I do not think the producer should commit him- 
self one way or the other hence my aiiangement 
Roderigo next sits in the chair, ludiciously dignified, at 
the words ‘no more than I intend doing’ Seeing this new 
self-assertion, lago plays on his pride and suggests Remov- 
ing’ Gassio Roderigo rises and advances ncivously towaids*, 
lago at ‘How do you mean removmg of him And next he 
retreats behind and up-stage of the chair, sliding his hand 
tiemblingly along its back, as though to put it between him- 
self and lago, on ‘And that you would have me do^’ We 
tried crossing below it at first, but that did not work at all 
The use of this single chair for so many and diveisc succes- 
sive occasions of such vaiying quality since Othello and 
lago were first discovered theic helped to bind and knit 
the play at a point where its action is, compai ativcly, limp 
For there is, intentionally, less grandeur of action here you 
just watch Othello slipping His dignity is temporauly gone 
It 1 etui ns, however, m the last scene No piotagomst of 
Shakespearian tragedy attains a iicher dignity at his end 
It IS almost formalistic, statuesque This quality must be 
preserved We had Desdemona’s bed central between dark 
curtains, above the steps I was offered a real old-style bed, 
but It looked uncomfoi table and self-conscious up there, and 
we did better with a built-up anangement of simple blocks, 
laying a rich purple covering over the sheets The result held 
suggestion of both bed and altar You want some such for- 
mality The candle tones with it while the moie universal 
moon and star references contrast and blend with the 
candle Throughout the scene those gems ol poctiy referring 
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to stars, the moon, the world ‘of one entire and perfect 
chrysolite’ should be given with measured and underhned 
emphasis Othello can catch the same beam from the wings 
for the stars and moon though this is not really necessary 
Observe the reiterated references to the handkerchief, both 
before and after Desdemona’s death Just as the handker- 
chief caused the final ov ex throw of Othello’s love, so not 
until Cassio’s explanation does Othello recognize the full 
depth of his folly Notice that this explanation is withheld 
till the last possible moment Then it is decisive Thought 
of the handkerchief dominates the whole situation in this 
scene this can and should be got across 
An interesting point arose at Othello’s attack on I ago 
If that synchromzes with Montano’s trying to stop Othello, 
and lago’s stabbing Emilia, while Gratiano is drawing 
near ready to hold her afterwards, you get the whole stage 
jcrambling round Emilia like a football scrum So we had 
Emilia down LG, lago down L, and Gratiano close by 
Othello IS up-stage on the steps at their right end He stands 
there, towering, for 'Are there no stones ’ , and at 'Precious 
villain charges directly down-stage so that he faces across 
he stage’s width with his weapon drawn, Montano outside 
11m, R, catching his uplifted arm Coming directly down- 
tage often gives a more poweiful effect of approaching a 
verson on the other side than going diagonally towards 
nm Besides, the instant’s tableau across the stage was 
ffective Notice, by the way, Shakespeare’s usual tnck of 
howing his people greater than you or they had guessed m 
11s use here of Emilia I used an innovation concerning 
Dthello’s swords His two attacks on lago I reduced to one 
The 'sword of Spain’ he is so keen on can then be the 
word he is going to kill himself with He puts it on the bed 
ill he needs it This lends point to his words, and avoids 
>ther difficulties I cannot help thinkmg my arrangement 
omehow follows Shakespeare’s intention though the text 
> against it Othello dies up against the bed, Emilia the 
ither side The grouping is impoitant 
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In acting the part of Othello I felt convinced that theie 
IS nothing m him particularly primitive oi of negioid 
savagery He is not to be confused with O^NeilFs magnifi- 
cent study in The Emperor Jones Othello’s pain is laigely an 
intellectual pain at the ruin of a lomantic faith There aie 
certainly moments of barbaric fury, and there are othcis of 
neurotic disgust, and some of dehrium, but nothing of a 
sub-human and jungle violence And at the last he attains a 
seiemty, killing Desdemona almost as a sacicd duty Ihe 
Renaissance poet here ideahzes human love in the Pi oven<;:al 
romantic tradition of modern literature Othello, Desde- 
mona, and lago are Man, the Diwne, and the Devil lliat 
a Moor should be the protagonist in a play of this type is not 
strange I have read that the lomancc-cult came to the 
Pioven^al troubadours and thence to Pctraich and Dante 
thiough the Moorish civilization in Spam Shakcspeaie has 
a habit of getting such sigmficant touches right obsew 
how Richard III appropriately swcais always by St Paul, 
who according to one tradition was deformed lago is in the 
poetrv explicitly associated Math the Devil, but only in some- 
what the same sense that Bosola is implicitly a sort of devil 
that is, m a typically Renaissance and humanist play, whei e 
the divine is approached through the human, the Devil 
logically must be human too ^ This may help to explain the 
almost absurdly villainous persons in Elizabetlnn di im x 
The umversal essences of the moiality plays i tcui in human 
forai 

The producer must have some sense of these moic uni 
versal suggestions The symbolic effects I have emphasized 
m my anangement are all m the pottiy lago knows he n 
m league with hell-forces and often says so, while Desde 
mona is clearly equated imagistically with divinity But tht 
moment any of this is allowed to mtcrfei c with the expre ssl) 
domestic and human qualities of the drama, you get dis* 
aster You neglect either aspect at your peril you must gei 


I Macbeth provides an mtcicstmg contrast 
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both, and thus build a solid There can be alternations in 
emphasis, but never any mutual exclusion The outline 
given here shows, I hope, an attitude true equally to both 
for in our feeling for the whole there should be no distinction 

(e) Hamlet 

Rudolf Steiner Hall, London (1935) 

Production here should stress (1) the death atmosphere of 
the play, (11) the balanced contrast and opposition of the 
King and Hamlet, not shirking the good or evil in either, 
(ill) Hamlet’s change of appearance, and (iv) sound-effects 
Much of the play is indecisive and enigmatic this quality 
must be pieserved You get death-forces pai adoxically al- 
lied with moial good, and life-forces with evil The domin- 
ant sound-effects touch neither music nor tempest, but are 
set between a particular sequence peculiar to this play of 
drums, trumpets, and cannon It is as though Shakespeare’s 
own axes of reference in the imaginative world are here 
themselves suspect The Ghost, the sound-effects, the King, 
Hamlet himself, the final duel, indeed the whole play, are 
strangely both clear and precise in one sense but extremely 
baffling in another 

We used curtains with no sky-sheet but a repeated set of 
dais, thrones, chair, inset cential platform, and steps 
Often we had a senli-fiont-scene made by drawing a cur- 
tain half-way on one side, yet spacihg the action up to the 
cm tain behind on the other which both enabled us to keep 
the throne-dais on the stage throughout and also suggested 
the play’s see-saw enigmatic quality, close-twined more 
than once with ‘policy’ and deceit, clarity and unceitainl-v 
mixed Such an expedient would not suit every play Such 
was our set for the first Ghost scene I now give a senes of 
notes undei my own act headings 

Act I 

We start with the traditional twelve beats, lights down 
^ The curtain discovers Francisco on guard in the deep half 
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of the stage R There is a sound of whining wind not too 
loud ^ tins IS repeated during the early part of the scene at 
appropriate intervals There is a bench L The lights are a 
little dimmed, tomng to a suggestion of blues and greens on 
the deep area R where the Ghost will appeal Marcellus, 
Horatio, and Bernardo, who have all entcied L (no one but 
the Ghost enters or exits R), are L, Bernardo sitting on the 
bench, at ‘Peace, break thee off ’ The Ghost enters C from 
behind the curtain entering fi om the same side of the stage, 
only farther up, as peisons already on it, is often effective 
when one party is to be for a second oi so unaware of 
the other The Ghost comes down R, facing across at the 
others Horatio, between Maicellus and Bernardo, addresses 
It without moving, to contrast with his action at its next en- 
trance this contrast suits his words and is most important 
The Ghost goes out down R On its le-enirance down R, 
Horatio, now bolder, crosses G past Marcellus and addresses 
it As it turns up-stage, Horatio crosses it R, swinging round 
with his back to the audience and calling to Maicellus to 
stop It Marcellus attacks it, moving diagonally up-stage 
across the curtain edge C, while the Ghost easily goes off G 
behind the curtain Their words ‘Tis here’, ‘Tis here’, 
“Tis gone’, are variously spoken about the stage, helping to 
disembody the Ghost The Ghost should give no appeal - 
ance pf hurry a dehberate and dignified turn and pause 
before finally disappearing helps the impression of its in- 
vulnerability You should see Marcellus miss it, and also 
clearly see it go off The rest of this scene is easy The dawn 
lines are spoken down L Horatio and Marcellus go out L, 
leaving Bernardo on guard 

Curtains are drawn and the seat removed while an elab- 

I Wind IS a natural ghost effect Compare the wind ghost asso- 
aaton m Claudio’s death speech, Tennyson's lines on Gawam in The 
Passing of Arthur, and at the end of Hass<m Compare the impression of 
‘cold’ m Hassan with reference to ghosts with Hamlet’s remark ‘The air 
bites shrewdly it is bitter cold’ There is a certain communal store of 
imaginative impressions, with a logic of their own, thioughout literature, 
that has not yet been studied 
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oiate flourish sounds, and immediately after the full Court- 
set IS disclosed carpeted steps and platform G, two thrones 
on a dais L, Hamlet’s chair R The King and Queen aie C 
descending the steps, everyone, including Hamlet, who 
stands by his chair, bowing Hamlet wears a rich dress of 
black and white In this production the King spoke his lines 
about drinking and cannons down C, and went off with 
most of the others L but I think now this should have been 
spoken up-stage on the steps with a corresponding evit 
The lines are so veiy important At the general exit Hamlet 
bows again it is essential throughout the play to show that 
the King is King if he is taller than Hamlet and generally 
made to seem more dominating in appearance, the play is 
-assisted Every Shakespearian king has to be understood on 
two levels (i) as a man and (ii) as a king Generally the 
interweaving and contrasted implications of these two \Tews 
are vital to the plot, as here 

Hamlet helps to solidify the thrones by indicating them 
during his soliloquy at appiopnate phrases, visualizing the 
King and Queen On their entry he draws Horatio and the 
two officers down-stage, while the curtain is pulled belund 
them His hearing of their news is best concentrated as a 
front-scene Observe Horatio’s delicate aspersions on the 
courage of the other two here and both before and after 
this occasion (m the first and second Ghost scene) there is 
a running series of more oi less good-natured hostility, sai- 
casm and continual contradiction between the scholar and 
soldiers Observe the irony by which soldiers had to call in a 
scholai to deal with a supernatural fear We tried to give a 
touch of this running hostility, but I doubt if it got ovei it 
was too dangeious and difficult to stress heavily After 
Hamlet’s exit the action continues with Laertes and 
Ophelia In this scene Ophelia can show a sense of 
humour with Laertes and a note of sullenness at T 
shall obey’ to Polomus we don’t want her too much of a 
weakling 

The curtain is now half-drawn and lights change for the 
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Ghost scene, this time without the bench L The wind is 
heard again The flourish and cannon off are done on a 
distant wailmg elfin note Hamlet, Hoi atio, and Marcellus 
all show a momentary start, their nerves on edge ‘What 
does this mean, my lord^’ Then Hamlet laughs bitterly and 
explains This flourish and cannon come shortly before the 
Ghost’s entrance, which follows the sooner thiough our 
cutting Hamlet’s long speech, and also throws forward to 
similar effects m the last scene Its peculiar significance is 
enhanced by delicately relating it to the Ghost from the 
start Also, like the whining wind, the bugle and cannon 
stnke a balance somewhere between music and tempest 
which suits exactly the enigmatic natui e of the Ghost The 
Ghost enters this time down R Hamlet ciosses C, leaving 
Horatio and Marcellus L, and addresses it His speech is 
subtly varied You start with awe, amaze, love (m the word 
‘father’) then a pause, awaiting an answei ‘O answer me 
Now agony, pathos (‘quietly murned’), and another pause 
after ‘cerements’ Now almost hysteria, a mind disti aught,, 
violent The Ghost beckons Hamlet half turns back, in- 
decisive, at ‘It will not speak then will I follow it\ is inoie 
deterimned at Tt waves me forth again, Vll follow it\ and 
is violently so at Tt waves me still Go on, Vll follow thee" 
Notice the contrasts He now breaks from Horatio and 
Marcellus at ‘Unhand me, gentlemen’, throwing them back 
far L and spimging R himself, drawing his sword Next, ‘By 
heaven. I’ll make a ghost of him that lets me^’ Ilu Ghost 
has been moving up while making his successive gestuies, 
and IS now RC, Hamlet down R Hamlet has broken from 
the world of his companions to join that of the Ghost his 
struggle with Horatio and Marcellus is most important 
and must be clearly seen, and his breaking fiom them 
R must make a new significant picture Hamlet now 
goes up R far into the Ghost area, and says, ‘Go on, I’ll 
follow thee\ the new emphasis on ‘thee’ marking Hamlet’s 
sense of allegiance to the Ghost Both exit L up G behind 
the curtain 
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The drawing of the half curtain reveals the throne dais as 
a plain platform against the curtains L There is wind again, 
or surf, louder than before The lights show a predominance 
of blue, but the whole stage is clearly visible The Ghost LC 
near the platform ~ sometimes resting one foot on it - ad- 
di esses Hamlet G Hamlet sinks with a moan as his mother’s 
sin is described Saying farewell the Ghost comes down 
holding out his arms, and Hamlet totters towards the em- 
brace of death The Ghost ascends the platform and dis- 
appears through the curtains, leaving Hamlet with his head 
in his hands Left alone Hamlet addresses the stars, earth, 
and hell He reiterates the command to ‘remember’, look- 
ing L and building the platform into a Ghost symbol 
Whilst declaiing his renunciation of past trivialities he tears 
off his rich cloak and leaves it, almost as an offering, on the 
platform if it has metal or glass sequins it should glisten 
there tellingly ‘So, Uncle, there are’ is spoken carelessly 
with an emphatic ‘you’, but, ‘Now to my word - it is adieu, 
adieu, remember me’ is done solemnly, looking L The con- 
trast IS significant Horatio and Marcellus enter R Hamlet 
twice on appropriate words wards them off from the plat- 
form as they eagerly question him, thus further impreg- 
nating It with Ghost significance At the first subterr^,nean 
‘Swear’ he takes them from RG down G, and at the second, 
from there up L to the platform The Ghost is bieakmg 
down Hamlet’s reluctance to initiate them I have no 
clearer idea in mind, but this is the only arrangement as 
far as I know that haS ever given any point to these strange, 
enigmatic, but important movements Hamlet stands with 
one foot on the Ghost platform, high priest of the occasion, 
the others kneel before it and swear on his sword hilt He 
looks L at ‘Rest, rest, peiturbed spirit’ The rest is easy 
they go out R, Hamlet breaking away on his ‘The time is 
out of joint’, and falling back weakly into their arms just 
before the exit In this scene I would point to the use made 
of the platform and the cloak an object thus loaded with 
meaning can be most powerful The cloak is left there to the 
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end, the wind rises over an otherwise empty stage, and the 
curtain closes 

A roll of drums concludes Act I 
Act II 

The act starts with a loll of diums Polonius is discovered 
L in front of a plain curtain, Ophelia entering thiough it C, 
looking over her shoulder and showing fear Her descrip- 
tion of Hamlet’s terrifying appearance must be given intense 
narrative concentration She is to act hei woids, as the text, 
indeed, implies 

Next the Court-set is disclosed with a table by Hamlet’s 
chair R The King and Queen speak with Roscncrantz and 
Guildenstern, and after, with Polonius Polonius is then 
alone Hamlet enters L and walks slowly across to his cor- 
ner R and sits m his chair 

His dress is now a plain black tunic ~ eaihcr he woie 
black and white - unlaced, the tiaditional open white 
shirt, disarranged hair, a soiled white rag tied in his belt, 
hanging limply, and his right aim through a black torn 
and tattered cloak not fixed to the other shouldei so that it 
drags far behind In preparing my loionto production I 
found no disoider of a normal costume of any use it either 
looked neat from the front or as though I had dressed care- 
lessly It must be done - like everything else that is import- 
ant - by some positive and significant addition That is how 
I came to use the white rag and fantastic lattci ed cloak m 
London I couldn’t get such a good cloak, but the pnnciple 
was! the same The use of a cloak half on and hall ti ailing 
behind blends with our occasional use of a half-diawn cur- 
tain, it particularly suggests Hamlet’s bouki-hm slate 
Hamlet can pick up the loose tram and throw it over his 
left arm to look tidy, curled round his feet it makes 
him a king of grief, holding his arms out^ tatters falling, 
he looks fantastic, alone, he can sometimes remove it 
altogether His appeal ance now must anyway contrast 
strongly with that in Act I he must seem dismtegia^ted 
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gone-to-pieces, the glamour ard light of hfe have left him 
He talks to Polonius sarcastically from his coiner R.and 
then greets Rosencrantz and GiuMenstern happily, walking 
C, and perhaps arranging his cloak sanely, throwing the 
loose end over his arm They say Hhe world has become 
honest’ He laughs merrily for his ‘then is doomsday come’, 
then reality weighs back on him suddenly ‘But your news 
IS not true’ is spoken bitterly Thenaftei he is suspicious and 
bitter, his cloak trails, he moves about near his chair We 
find a similar i hy thm in his fii st meeting with Horatio first, 
spontaneous pleasure, then - T prithee do not mock me ’ 
Everything is sooner or later related to his own Obsession 
It happens again with the Players, and with Ophelia At 
the Players’ entiy he is happy and thoroughly excited at 
the prospect of a ‘passionate speech’ But the words ‘mobl^d 
queen’ he repeats, referring them to his mother, and agam 
the light IS extinguished The Playeis go, he gets rid of 
Rosencrantz and Guildenstern ‘Ay so, God be with you’ is 
spoken with iriitation He puts the MS of the play on the 
table and throws off his cloak ‘Now I am alone ’ This 
soliloquy demands exact attention 
Hamlet’s chan* is R and from that corner his more bitter 
speeches have been delivered The two thrones are L they 
suggest the world ranged against him His more subjective 
fears come from his own side, R He starts the sohloquy 
standing near his chair At ‘What’s Hecuba to him ’ his 
irritation is marked by a determined advance down C 
Soon this fails in disgust, and he retreats R, falling hope- 
lessly m his chair at ‘Yet I, a dull and muddy-mettled 
rascal ’ At ‘Who calls me villain^’ still sitting, he looks R 
as at an unseen enemy of his own imagination Then he 
uses with new virulence and marches LG facing the thrones 
for ‘this slave’s offal’ Next a left turn up-stage to the steps C 
marks a failure, which is followed immediately with a re- 
covery, another left turn, so that he speaks the words 
‘bloody bawdy villap’ over his left shoulder, again looking 
at the thrones this gives an impression of scorn that can be 
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helped by not greatly stressing these three words Caieless 
disgust IS wanted Hamlet’s failure is not cowardice so 
much as mental inability to find a working basis for even a 
hostile relation to his surroundings His speech gathcis 
power at ‘Remorseless, treacherous, lecheious, kindJess vil- 
lain’ The rhyme can be given a touch of mad humoui He 
sways, drawing a dagger, then leaps down-stage at ‘Ven- 
geance’, attacking the King’s throne (the up-stage one of 
the two) His attack is cut short, dagger in mid-aii , by his 
critical judgment that now throws him into more disgust, 
as he sinks on the dais beneath the throne, deleated agiin 
by circumstance The dagger held m mid-aii seems a moi e 
controlled and precise effect than a senes of hystencal 
stabs at the throne He rises at ‘About, my brain’, goes to the 
table R, picks up the MS , throws his cloak ovei his shoulder 
and walks down L while the cm tain is half-diawm behind 
lus new position, leaving the chair and table R still visible 
This pulling of the curtain whilst Hamlet walks round it 
gives an impression of stealthy movement from one loom 
to anothei, along coindois, which suits his plotting lines 
If you trace out these movements on a diagi am you will 
find how they aim to express futility and inaction m tei ms 
of stage action zig-zags being the obvious solution The 
half-drawing of the curtain suggests a new line ol action, 
but an indirect one, away from the thioncs which is apt 
It also leaves our set leady for the ‘nunneiy’ scene 
Opheha is left sitting in the chair R with the spies behind 
the half-diawn curtain The lights are dimmed a liUlt foi 
this scene of mental twilight Hamlet enteis L It is a mis- 
take to let Ophelia go off during the ‘ To be or not to be’ 
soliloquy She, a cieature of beauty and young hit, is in 
Hamlet’s mind to be contiasted with his own dcath-obses- 
sion You therefore want them both as a visible contrast 
dunng the lines There might be more light on hei than on 
hipi When Hamlet advances, he can kneel first, but use 
and retreat at T never gave you aught’ He speaks these 
early speeches gently, with an occasional touch of bitUincss 
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and pel haps of fun, too, as he catalogues his faults he could 
be almost playful, and she might smile, and you feel he 
may succumb after all to her old appeal A touch of flirta- 
tion helps He dallies with her hand or hair Eventually he 
turns at ‘Go thy ways to a nunnery’, speaking lovingl^^ 
Now there is just a faint sound of the Ghost-wind It raises 
in Hamlet the demon of mistrust You see it in his eyes 
‘Where’s your father^’ She shows guilt and lies He steps 
back in horror against the curtain and registers that he has 
felt the presence of spies His final speeches are done on the 
boi derland of insamty, but not with shouting ‘It hath made 
me mad’ should come in a tense, agonized whisper Con- 
trolled insanity is the line to take and a very difficult one 
The full-set foi the play scene Hamlet and Horatio are 
discov ered on the steps G, and then come down At the King’s 
entry, done formally from C and down the steps to elabor- 
ate flourishes, Hamlet gets in front of the thi ones, blocking 
his way The King pauses Hamlet laughs devilishly ‘How 
does my cousin Hamlet^’ Hamlet’s answei is as fantastically 
and luridly given as possible This picture captures and 
compresses the essence of our middle action you don’t get 
enough of such sigmficant tableaux as a rule The tall and 
thiiving King at the head of his tram in full ceremony finds 
himself faced by the less imposing figure of Hamlet that 
mocks his painted glory Contrasted with Hamlet’s forced 
humility when they last met in Act I, it shows how the pie- 
tence (or partial truth) of madness gives Hamlet a freedom 
impossible before You seldom get this change properlv 
undei lined During the play, done up G on the platform, 
Hamlet sits on the ground by Ophelia R watching the King, 
who steadies himself with a drink ‘Have you heard the 
argument^ Is there no offence in if?’ is best spoken to 
Polonius, L Hamlet immediately rises, and goes G, telling 
the King ‘they do but jest, murder in jest - no offence in the 
world’, with ironical reference to the King’s easy con- 
science Hamlet goes up-stage, one foot on the steps RC indi- 
cating Lucianus, and drawing his sword at ‘The croaking 
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raven doth bellow for revenge’ This can be ranted On the 
decisive woids ^He poisons him in the gaiden ’ he walks 
diagonally down L to the King, speaking not too loud and 
carelessly fingering his sword with both hands I sometimes 
held the point poised towards the King I do not know how 
it looked from the front When the King rises the words of 
Ophelia, Hamlet, and Polonius must all be hcai d, while the 
King holds for a second his rigid position, st uiding X his is a 
po'werful and precise effect, bcttei than a gcmial huily- 
burly The King dashes out Hamlet, alone with Hoiatio, 
is tuumphant His calling for music icflccts a psychological 
release and a new sense of fieedom in action He is king of 
the situation His words with Rosenciantz and Guilden- 
stern are done sharply, they come like the ciacL of a whip, 
especially the ‘recorder’ pieces Horatio is the last to leave 
Hamlet he goes up to him as though realizing the crucial 
nature of tins moment in his stoiy Hamlet clasps his hand 
and puts him aside What follows he must do alone Solilo- 
quizing, his thoughts are first violent with icvenge-images 
of blood, then, his eye catchjing the thiones, he rccills his 
coming interview with his mothei , the two thoughts coalesce 
and he prays that he may not confuse the issu( and use 
‘daggers’ on her During this speech the lights *- which have 
been varied appropriately before, during, and aftei the 
play - aie toned with red 

The King’s prayer follows in a front-scene The King 
should really get the audience’s sympathy heic Hamlet 
enters G, speaks his lines without any white-washing of iheir 
horror, and then recalls his mothei observe how she seems 
more important to him than the King All this must be 
going very quickly 

Now to the Queen’s closet Theie is a chair and a tabic L 
and a couch R Polonius hides G The Queen ai ranges her- 
self with digmty in the chan L and Hamlet i nters R 1 heir 
first words go swift The Queen rises Hamlet diaws lus 
sword She cries for help, thinking he means to mmdci hex 
Hamlet kills Polomus The Queen screams and crosses fai 
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down R Hamlet draws the curtain and the body falls it 
should be visible during the scene Hamlet, L, lays his cloak, 
which was thrown over his shoulder, on the table, and his 
sword beside it Pointing to the couch R he tells the Queen 
to sit down She approaches from her far position, mes- 
merized by his deterimnation At the word-picture of his 
father he comes close, sitting or kneeling on the couch both 
pictures are best purely mental, I think As the speech grows 
in violence Hamlet draws away C At ‘O shame, where is 
thy blush he turns down L, speaking rhetorically What 
started as a righteous lecture has become introverted rhe- 
toric It grows worse ‘Nay, but to live ’ is spoken right 
away from the Queen Hamlet is overcome by his own 
nausea He grows pathological He is close to the table 
fingering the sword Nausea turns to insane hysterics ‘A 
murderer and a villain ’ It comes in spasms, jerks The 
King stole the crown from a shelf and ‘put it in Ins pocket’ 
Maniac laughter He now has the sword At ‘a king of shreds 
and patches’ he charges acioss the stage R at the Queen, 
whose head in her hands sobbing is turned fiom him In 
mid-volley, about to stab, he stops, drops the sword, slowly 
turns left facing the audience and with utterly changed 
voice says the words ‘Save me and hovei o’er me with your 
wings ’ He turns farther, is being drawn left by the Ghost, 
who has entered behind him, L Notice that Hamlet is a-vyai e 
of the Ghost before seeing him physically, and how his 
piayer is used to refer partly at least to his attack on his 
mother This is a good example of a way by which super- 
nature can, without any play on lights, be presented in 
direct and positive diamatic action Polonius’s body should 
be up-stage LG Then the Ghost’s entrance L can be re- 
lated to It the first shedding of blood since the Ghost’s 
command brings the death-figuie again on the stage 
Having turned completely to the Ghost, Hamlet with 
bended head addresses him again The Queen comes up to 
him, and both face L 

At the Ghost’s exit L and Hamlet’s words, ‘My father in 
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his habit as he lived’’ the Queen shows anger and sits in the 
chan L, remarking on Hamlet’s madness Her defence is 
raised she is definitely a woman who hides unpleasant 
things from herself and is angiy if forced to face them, and 
Hamlet’s reference to his father troubles her Observe that 
this chair L, which she used at the start, is her position oi 
self-assertion, the couch, of humility Hamlet tells hei to 
‘confess herself to Heaven’ and leads her R as though to go 
off Passing up-stage of the couch, however, she sinks on it, 
sobbing Hamlet stands C, baffled and distressed, and asks 
that his virtue be forgiven Repeated ‘good-nights’ icflect 
his indecision Turning to Polonius he expresses lepcntance 
The weeping Queen one side, Polonius dead the other he 
looks at them m turn He sinks by the Queen, his head on 
her knees T must be cruel only to be kind ’ Next, fearful of 
this weakness, he diaws back from hei and utters voluble 
sarcasm His phrase ‘mad in craft’ should be so spoken that 
you doubt it The strain is telling on him As he refers to his 
going to England, and talks of outwitting his enemies, his 
eye glints with insane cunning it is best done close up to the 
Queen Hamlet’s expression suddenly changes for ‘This 
man shall set me packing’ Solemnly he regards Polonius 
and comments on the body He kneels by it, says %ood- 
mght’ for the last time and the curtains close 

Next follows a short front-scene The King sends for 
Hamlet, who is brought m between Rosenciantz and 
Guildenstern as a prisoner At this moment you should 
certainly feel that the King is a force of order, ^ Hamlet a 
danger Contmually you need to get some such contrast 
the King a finely material, Hamlet a darkly spiritual, force 
So the fine-robed King now faces Hamlet, who with some- 
thing of an hideous and unabashed assuiance reminds him 
how a painted outside can veil an mwaid corruption, and 
all kings are merely meat fatted for death-worms ITamlct’s 
words are spoken with somewhat of a Feste’s jest-accent, 

I See m, in, 7-23 I might well have quoted this passage to support 
my view of the King in former essays 
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which deepens their horroi Arrested, guards eithei side, 
guilty of murder, Hamlet bears a charmed life and know s 
it - so does the King All now hinges on England ‘To Eng- 
land ’ ^ Hamlet speaks the words with a devihsh smile The 
significance of this England \oyage is somewhat enigmatic 
Hamlet’s expression must help make it so 
The act ends with the King’s speech, ‘Do it, England’^ 
and a roll of diums 


Act III 

We preluded the third movement with a few muted trum- 
pet notes to tone with Ophelia’s mad scene The Hamlet- 
Foitinbras incident had to go For the mad scene looped 
^curtains would do well we had no time to arrange this, and 
used a plain background I have in The Imperial Theme 
shown how, after Hamlet has been revealed as a dangerous 
force, opposing values of life-excellence aie sublimated we 
get Fortinbras’ soldiership, Ophelia’s pathetic madness (due 
to Hamlet’s act), the King’s admirable courage and regal 
dignity, Laertes’ manly determination To dress Ophelia m 
black seems to me theiefore wrong hers is a pretty, flowery, 
and colourful insanity The King’s remarks during Ophe- 
lia’s madness should appear sympathetic, springing from a 
kind heart The Laertes not should be big waves of shouting 
Finally the King leads Laertes off and reappears with him 
immediately for a front-scene The plot should show the 
King in a new light Hitherto only the very subtlest sug- 
gestions of an essentially villainous nature - if that - should 
have been apparent a spectator viewing the play for the 
fiist time should theoietically never be quite sure, in spite 
of the Play sce^e and the King’s two soliloquies, whether 
Hamlet’s view has full justification But now you get the 
plot thickening The Qjueen’s lovely description of Ophelia’s 
death is best done like this before a plain curtain but a 
gentlewoman, perhaps two, should enter with her To bring 
in Ophelia’s body on a bier borne by four hooded figures 
appears to me gratuitously weak So often attempts at en- 
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riching Shakespeare with significant action aic ill-chosen 

Foi various reasons we cut the Second Gravedigger This 
IS an unusual but perfectly satisfactoiy cut The scene opens 
with our half-drawn curtain, the Gravediggei singing in the 
gra\e up R, Hamlet and Horatio entering down L Ihe 
lights aie suggestive of evening, with sunset red Hamlet is 
now more assured, dignified, and controlled His journey to 
England may be taken to mark a spiiitual oi psychological 
advance ^ He voyages through to a new seiemty This was 
suggested by his wearing new and colomful clothes red- 
dish-purple, with a cloak of the same colour, a coloui sug- 
gesting tragic dignity and spiritual authoiity, and also toning 
well with the graveyard scene He also has a small gi cyish 
beard and white streaks line his haii, marking an incicasc 
of age that assists this quality of spnitual advance and also 
has some justification in the text ^ ‘How long hast thou been 
a grave-mdktv^ should be curiously spoken with a dwelling 
emphasis on ‘grave’ Hamlet is so inteiestcd in giaves, 
skulls, death, and all that concerns them For the speech on 
Yonck’s skull he is L of the grave, but R of Hoiatio the 
centre of a small gioup At Toxonio wc had a platfoim 
(covered with canvas) leading up to the gxavc First Hamlet 
addressed the Gravedigger with one foot on this level, but 
later advanced to take Yorick’s skull, high and central, 
Horatio moving to Hamlet’s first position This mak«s a 
formal group for what is an apex of imaginative intensity 
The Yonck lines should be taken slow,® the whole scene up 
to this should go smoothly, and its emotional quality be 
allowed to luxuiiate at leisure The stillness of ctcimly 
should brood over it 

This stillness is next violently disturbed The funci al pro- 

1 Compare Stavrogin^s vo>agc into the far North m Dostoievsky^ 
The Possessed as interpreted by Mr Middleton Murry 

2 Compare the sense we receive of Romeo’s advance to manhood and 
Macbeth’s to old age 

3 On the phrase ‘your songs’ the actor should think of Festc ^'nd dwell 
on the word ‘songs’ Yonck is a symbol of all those lost dreams 
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cession enters, with a tolling bell After the struggle with 
Laertes Hamlet is between Laertes (G) and the gra\e (R) 
The King (LG) restrains Laertes Hamlet’s ranting speech 
IS spoken with controlled fury and cymeal abandon, a bitter 
self-critical rhetoric T’ll rant as well as thou’ means to 
suggest that Hamlet’s strangeness denves from his posses- 
sion of moie, not less, feeling than others Laertes is, in 
comparison, a child m emotional experience Hamlet’s love 
was ‘foity thousand’ times his You might well have Laertes 
m mourning here, getting a happy contrast with Hamlet’s 
now brighter clothes as though Laeites has crossed the 
threshold into the state Hamlet has come through Ham- 
let’s speeches heie are exactly on a par with Stanhope’s 'Do 
.you thinl<; I don’t care^’ in Journefs End Hamlet is a giant 
in spiritual stature 

Let Hercules himself say what he may, 

Ihe cat will mew, and dog will have his day 

Cat’ is spoken to Laeites, his grief a mewing only, ‘dog’ as 
iamlet passes opposite and pauses in front of the King 
This reference is not, I think, usually brought out in pro- 
luction The King’s phiase ‘living monument’ refers to 
Tamlet’s projected death, and must be spoken with mean- 
ing 

Hamlet and Hoiatio re-entei for a front-scene Hamlet’s 
ovely ‘Providence’ speech ending with ‘the readiness is all’ 
witnesses his new acceptance and serenity^ After Osne’s 
xit the King enters L with Laertes Hamlet, now polite, 
bows to the King, takes Laertes’ hand, speaks coiuteously 
The play is highly formal and ceremonial here, and during 

I Note that as soon as Hamlet touches acceptance the act of revenge 
comes easily, partly by circumstance, partly through his own recap 
tured purpose Not that Hamlet reaches the deepest acceptance Had he 
done that, he could have borne the whole brunt of the evil and the hor- 
ror of the Ghost’s message See variously ^Hamlet Reconsidered*, The 
Wheel of Fire (new edition, Methuen, 1949) and The Time is Out cf 
Joint, Roy Walher (Dakers, 1948) 
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the fight Hamlet calls for the foils The curtains are 
pulled reveahng the Court-set, without Hamlet’s chair 

The King and Queen take their places The King de- 
scribes the drums, flourish, and cannon that shall sound 
when he drinks to celebrate Hamlet’s success ^ This throw* 
back to his similar speech m Act I - notice how the corres 
pondence is the finer for our using the same set - where 
these sounds were to accompany the King’s celebration o] 
Hamlet’s willingness to stay in Denmaik Hamlet is in 
volved in both In both instances, too, the actual sounds 
when they actually occur, act rather as a warning to Ham 
let first, in the sense I have already described, making 
Hamlet and Horatio start nervously on the platfoim befor( 
the Ghost’s entry, and now in one I shall shortly indicate 
Hamlet and Laertes salute the King the salute marking 
Hamlet’s new and formal respect The couiticis, all but 
Osric, are grouped up R Laertes and Osne are L, Hamlet 
and Horatio down R, the King and Queen on the tin ones 
and one Gentleman (looking after the cups) up L At 
Hamlet’s first hit the King drinks and sends the Gentleman 
acioss to Hamlet with the cup Meanwhile the drums, fol- 
lowed by the trumpet, are sounding Just as Hamlet is about 
to take the cup, the cannon go off ominously His mind 
changes T’ll play this bout first, set it by awhile’ This is 
the waimng referred to just now I have no explicit inter- 
pretation but this IS the sort of enigmatic but piecisc effect 
that characterizes Hamlet throughout and it comes six aight 
from the text - 1 was not aware of it till it happened in per- 
formance Now Hamlet scores another hit The Queen 
comes across to him with her napkin and then takes the cup 
from the Gentleman, who has stood RC since Hamlet told 
him to ‘set it by’ This gets the Queen well away from the 
King, who can be talking to Laertes, when she starts to 
drink Notice Hamlet’s polite ‘good madam’ his whole be- 

I The last big production I saw let the cannon off during this speech, 
as well as later Great care had been taken over many inessentials of sets 
and lights, but the things that matter are so often slurred or muddled^ 
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haviour now suits his new clothes The Kang, too late to 
prevent the Queen drinking, goes up G in great anxiety 
Hamlet, hurt, registers to Horatio, then gets Laertes" 
weapon, drives him down L, and wounds him The Queen 
falls 

The whole duel is very important, and should be as 
striking and powerful as possible It holds the see-saw inde- 
cisive if/2?7iZe£-quahty, enigmatic yet precise It balances the 
whole play a hair’s weight will turn the scales Laeites is 
poised against Hamlet, healthy normality against neurotic 
genius It must be breathlessly exciting, assisted by atten- 
tive watchers Hamlet once attacks Laertes and runs past 
him so that they have changed positions Then he works 
back The more vaiiety the better, using the whole stage 
This fight most subtly reflects the whole play As Hamlet 
becomes almost evil, is anyway a channel for evil, so that 
the King’s ciime may be rammed back on him,^ so Hamlet, 
wounded by Laertes’ treachery, gets the poisoned rapier to 
retuin the blow Whatever the opposing forces do to Ham- 
let comes back on them ^ On the voyage to England he 
changes the commands and hoists his adversaries with their 
own petard The King sends him away, but the seas cast 
him back It is a curiously reiterated rhythm the fight 
sums it up m sharp, significant action 
The King in terror has gone up G on to the steps Hamlet 
gets RG ordeimg the doors, imagined up L, to be locked 
The crowd R prevents the King escaping there He is« 
hemmed in As Hamlet rushes to kill him he descends, 
bravely meeting his end, perhaps trying the kmg-divmity 
stunt again Horatio comes between the crowd and the 
steps, holding up one hand as though warding them off 

1 Compare Macbeth’s 

This even-handed justice 
Commends the ingredients of our poisoned chalice 
To our own lips 

Which actually happens to Claudius 

2 Compare Bradley, Shakespeanan Tragedy ^ p 1 72 
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from what is a necessary act This at first sounds weak, but 
IS nevertlieless diamatically most powerful and deeply sig- 
nificant It provides a reason for the crowd’s failure to stop-* 
Hamlet, it is in exact tune with the part played by Hoi alio, 
and it, together with the altar like platform and steps, lends 
the deed a certain almost ntuahstic suggestion which tones 
^vlth the formality of the last scene and Shakespearian 
tragedy in general The position need not, of course, be held 
long Osric moves G, then R Laertes lies dying down L, the 
Queen lies at the foot of her thione against the dais L The 
Kang totters down the steps as Hamlet puts the cup to his 
mouth - again almost a ritualistic and ceremonious touch - 
and then falls, lying up against the left end of tlie steps 
Hamlet and Horatio struggle for the cup G, then Hamlet, 
supported by Horatio, ascends the thione All the dead or^ 
dying are now grouped m a diagonal line fiom C to down L, 
vaiiation being preseived by their positions Laei tes flat, 
the Queen against the low dais, the King up on to the cen- 
tral steps, Hamlet sitting on the throne Obseivc that Ham- 
let has three times walked down fiom up C to the King’s 
throne once when attacking it during his soliloquy, once 
while terrorizing the King during the play, and now This 
IS the advantage of a peimanent set lor lecuri ing big scenes 
you can always play on such cioss-sections of meaning, 
which can have a valuable, if only subconscious^ effect 
Hoiatio kneels by Hamlet LG Distant drums beat a steady^ 
march Hamlet enquires their meaning, and hcais it is 
Fortmbras come victorious from Poland In prophesying 
and blessing Fortmbias’ accession Hamlet sits up, his eye 
alight with fervour All his dying speeches aie taken hap- 
pily, on the brink of ‘felicity’ He falls back dead Horatio 
speaks The march comes up again, this lime near, lapidly 
nearing, very close, insistent, victorious ‘Why does the drum 
come hither?’ Here the addition of some noises off, the 
grounding of arms and military commands (‘Stand’’ - 
‘Pass the woid along’’ - ‘Stand’’) helps to project Foitm- 
bras like a winged anew on to the stage He should bcv 
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young, fair, and have a rich voice, and wear a Viking hel- 
met, Mercunally winged, and fine armour He enters R, 
the crowd makes way for him, and he stands in front of 
them facing the line of dead 
The group here is most important It is often complained 
that the end of Hamlet is absurd, the stage so cluttered with 
dead But death is throughout our dominant theme Heai 
Fortinbras’ words 

O proud death, 

What feast is toward in thme eternal cell. 

That thou so many princes at a blow 
So bloodily hast struck ^ 

The dead are m a single group L You must, as so often m 
-Shakespeaie, make a special point of the very thing you 
feared There is another advantage Where should Hamlet 
die^ Is not the throne, giving him a formalized and Vic- 
torious dignity his rather indecisi\e comse has scarcely wai- 
ranted, inappropriate ^ But if he lies on the ground Fortm- 
bras’ final honouimg of him to the exclusion of the King is 
visually and dramatically absurd Our group solves all 
difficulties Hamlet is now King, but king only among the 
dead He rises ovei the group of corpses The place next in 
honour is held by the King himself, central, on the steps 
This preserves a correct balance, and prevents Hamlet’s 
new ascendancy being too dominant to the last we must 
picserve our sec-saw indecisiveness But Fortinbras does not 
face the King, and Horatio’s fairly central position tends 
fuither to lead the eye to Hamlet 

Horatio has risen to meet Fortinbras, in his own person 
linking the two worlds, of death and life remember how 
he, the scholar, was called in by soldiers to deal with the 
Ghost at the stai t Now Horatio on the steps offers a general 
explanation, and then returns among the dead, loieehng by 
Hamlet’s chair, praying Foitmbras speaks his final speech 
At ‘Go, bid the soldicis shoot’’ he draws his sword and holds 
It steadily at the salute Horatio is still kneeling The drums 
start, a long roll, the trumpets swell out in an elaborate call, 
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a sort of last post, sinking and rising, trumpet and rolling 
drums together, a vast roll of sound, waves i oiling on and 
up Then one cannon, a pause, in silence, then a second 
The curtain is drawn, the group still, Fortmbias at the 
salute, sharing now with Hamlet and the King the honouis 
of the stage, Fortinbras, strong-armed, with the matenal 
strength of Claudius and the spiiitual strength ot Hamlet, 
a white light on him, the new hope for Denmaik 
There is no need to cany the bodies off My aiiangemcnt 
preserves the spirit of Shakespeare’s conclusion The two 
final cannon sum up the dualistic natuie of the play, and, 
with the other similar effect in this scene, throw back to the 
flourish and cannon before the Ghost’s first cnliy to Flamlet, 
thus giving an inevitability and implied necessity to the 
conclusion, a kind of ‘consummatum est’, helped also by oui 
use of a permanent set 


{i)KingLeai 

Hart House Theatre, To? onto (1935) 

I describe shortly my anangement of the middle action 
After their repeated unkmdness Leai confionts his daugh- 
ters as a pathetic figure He seems to be bieakmg under 
their fimt-hearted behaviour Here, especially, leahstic 
touches are called for m the acting of Leai , m voice and 
gesture The play is throughout unique m its blend ol 
homely realism with cosmic grandeui He is an old man m 
distiess He prays that the heavens may save him liom the 
shame of tears, asking foi ‘noble angci’ The prayer is 
answered He will not weep Fie now glows swiftly in sta- 
ture This IS the tummg-pomt m his story Ascending the 
central steps his poise and gestures assume a giand mannc] 
he has not touched before as he flings defiance at hi' 
daughters ‘O fool ~ I shall go mad’ He preserves his man 
hood, but at a teinfic cost Low thunder (thetc is authont) 
of stage-direction for it) accompanies this, the end of oui 
first act We are prepared for our middle movement 
In our first act-division we used two white blocks a httk 
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ov'cr a man’s height In the first scene they were together, 
central, suggesting order and government We used them for 
the stocks scene as pillars on eithe^* side to suggest, vaguely, 
a courtyard For our middle action something more is 
needed The scene is, superficially, a wild heath, and, psy- 
chologically, a sort of eruption The poetry shows subter- 
ranean forces in volcano with leaping flickers of lunacy 
devil-dancmg about titanic and heroic passion Something 
of vast and awful psychic significance is upthiust The in- 
ward world is now our stage and we aie to explore fantastic 
territories I have a book which warns the actor that King 
Lear shows the breaking of a strong man and leaves it at 
that But he is only broken, as a man, as an eggshell breaks 
Jo disclose new action, new strength of grander, beyond 
human, stature Sometliing about our stage is needed (i) to 
break the monotony of plain curtains, (ii) to suggest rugged 
country, and (iii) to solidify the spiritual content of our 
nuddle action So we had constructed two other white ele- 
ments, a good bit larger than our rectangular blocks, well 
above a man’s life-size in height and breadth, with irregular 
edges and slants whichever way they were placed These 
were put vertically, and our former blocks laid fiat, diagon- 
ally, down-stage on either side the old tidy world fallen 
and shattered, so to speak, and, central, the grand rugged- 
ness upward toweimg Also the use, for the first time, of 
four symbolic elements on the stage together gives the 
extra sense of a new richness of imaginative content that we 
need This, then, was the intended meamng of what people 
called my two Tcebergs’ Such elements should be under- 
stood not as directly representing spatial facts, but as a kind 
of visual grammar referring to deeper significances though 
they are at the same time not altogether independent of the 
supposed ‘scene’, here one of rugged counti'y Of course, 
had the two ‘icebergs’ been too much like real blocks in 
shape and colour, their psychological meamngs would have 
been lost and their exact i elation to the other blocks de- 
Uroyed The use of a ramp m place of the central steps and 

PS I* -5 
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the tone of the sky-sheet helped to give a new sense of deso- 
lation in wide open spaces The draping of the cuitain at 
one side of the central opening in a wide curved downwai d 
sweep inwards helped to build an impression of harmonious 
irregularity 

These four elements and the lamp we used variously for 
mam scenes during the rest of the play, without too great a 
positional stress on the rugged pair after the middle action 
But not until the last scene of the play are the two leclnngu- 
lar blocks found togethei and upright, as at the plav s 
begmmng, only now placed at one side and sh inng honoui 
of position with the others 

Our thunder was alternated caicfully with the words 
Such sounds must always come in at the right time, and 
only then, with cues propeily piepaied Sounds must not 
form a vague runmng accompaniment to woids We must 
aim at rhythmic altei nation This is why some people 
thought our thunder far more effective than that you usually 
get m the theatre, where rival noises are too often left to 
fight dungs out as best they may Aftci hesitation 1 suc- 
cumbed to a reserved use of lightning what there is should 
always be held for a fraction of a second, too sudden a flash 
being mechanical and artistically non-significant Oui 
lights were kept fairly strong always, which precludes cei- 
tain pretty tableau-effects, but preserves other moic im- 
portant touches m the acting You cannot have cveiy- 
thmg 

I offer an example of interpictativc action Hit Fool 
counters Lear’s breaking mind with witticisms, tiying to 
resolve by humour the tugging dualism that othciwise 
wrenches open the abysms of insanity This is why his wit 
concentrates on the subject of Lear’s pain, and not away 
from it In their first tempest scene Lear goes out hand-m- 
hand with the Fool, who is singing his ‘'wind and lain’ song 
as they exit In die next, Lear meets mad Tom, and leaves 
the fool for the madman Both were played, with variation 
tn the position of the elements, around the ccntic lamp 
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Tom IS mainly central, but moves freely right and left 
during his big speeches, returning to the ramp m the centre 
Action here must underline an opposition between the Fool 
and Tom We must see the Fool’s repeated fear whenever 
Tom comes near him, and also his painful loneliness at 
Lear’s deseilion Lear’s interest m Tom is necessarily 
crucial At the end they go out with Lear and Tom to- 
gether, Tom muttering his ‘child Roland’ verse, this exit 
making a close replica of the former, only on the other side 
of the stage The Fool follows, a pathetic lonely figure The 
similar yet contrasted conclusions to these two scenes under- 
line the relation of Tom to the Fool with leference to Lear 
Another point not always observed Gloucester’s ‘farm- 
house’ is not the same as Kent’s (and Tom’s) ‘hovel’ 
Kent’s ‘This way, my lord’, is addressed to a confusion of 
the two in Lear’s distraught mind, and the general exit at 
this point must contrast with Tom’s central entrance 

On the strength of reports from people who saw the play, 
I feel sure that this sort of piesentation of the middle action 
proves the conventional attitude to the acting of King Lear 
basically unsound If Lear’s apostrophe to the elements is 
acted in dim lights, or in front of a picture of the Enghsh 
countryside, and interrupted all along by thunder, of 
course even the greatest actor is helpless, done after the 
fashion I have suggested the problems are, at least, not 
much harder than those in Othello It must be remembered, 
however, that the technique of grouping, gesture, and voice 
should harmonize with the setting Before the middle action 
Lear is an old man, during it - though with recurrent re- 
minders of age and pathos - almost a cosnuc force Here 
you can employ a moie extravagant use of gesture and need 
woiry less about age in the voice Such contrasts m the pat- 
terning and development of the poet’s plan should always 
be reflected, as far as possible, in the technique of presenta- 
tion 

The ramp lent itself to a slow winding purgatorial chmb- 
ng effect when Edgar leads Gloucester off, and to the Lear 
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and Cordelia conclusion Compaie my arrangement of the 
last scene m Romeo and Juliet^ and contrast my Macbeth 
arrangement, described later, with its suggestions of 
descent -- especially on the two occasions when Macbeth 
meets the Weird Sisters 



IV 

THE IDE\L PRODUCTION 


I 

I HOLD up none of my examples for other producers neces- 
sarily to copy You could have Hamlet perfectly well lean- 
ing against the King’s throne for his long sohloquy indeed 
It would look quite effective That, too, would be signifi- 
cant whatever you do on a formally devised set is, and 
jXLUSt be, sigmficant, just as, whatever you do on an unduly 
realistic set, is non-sigmficant The play’s central wholeness 
IS implicit all along its circumference, and the stage-centre, 
and other permanent centres of interest elsewhere, should 
be used to spatiahze that ideological centrality and core of 
wholeness we discussed m our first chapter, and lend point 
and balance to conflicting persons facing each other across 
the stage Therefore for any one producer at any one tune 
certain movements will usually be far bettei than others, 
some will be excellent, some disastrous 

Such productions as I advocate, you may say, would 
never be popular I am not so sure I suggest no return to an 
archaic Ehzabethamsm, robbing the theatre of its usual 
appeals and putting nothing in their place I urge some- 
thing positive something, I believe, that if well done will 
always be exciting However, I admit that my own pro- 
ductions may err in the direction of plainness That is in- 
evitable I could not, as things are, aim at more elabora- 
tions the rent of a theatre for three mghts, hire of costumes, 
publicity and many minor expenses, always risk as much as 
I can afford But, supposing the chance offered, could an 
elaborate and colourful presentation be devised, one with 
sense-appeal, general richness and grandeur, not con- 
flicting with my arguments^ I think so A Shakespeanan 
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play IS a rich thing you need not deny it a rich setting 
For Romeo and Juliet you could well arrange some per- 
manent blazon consisting of the coats-of-arms of the two 
houses surmounted by the Prince’s coronet Or with The 
Tempest you might for once play on darkness for the first 
scene The Tempest holds within its patterned profundity 
suggestion of a spiritual parable The loss of the ship in tem- 
pest reflects the tempests of mortal eiror, and must be 
strongly contrasted with the miraculous survivals on the 
island of music You could point this by acting the first 
scene in semi-darkness with confused cries and mazed 
circlings, as of lost souls and we could have Ariel disclosed 
as a creature of angelic lightning, poised flaming on the 
mast-head, as he desciibes himself to Prospero afterwards 
It could be done, and would be worth doing, and would 
assist the play’s meamng fat* more than the elaboration of 
realistic seas Most plays would lend themselves to some 
such carefully chosen innovations 
But for any extrinsic aids and decorations you invent, 
there is one essential condition they must point and be 
pomted by the significant action of the drama itself, and 
they must lend themselves to human and natmalistic 
touches m the acting The setting must be interwoven with 
the performance it is not enough, as I have argued earlier, 
to devise an elaborate artistic background - however suit- 
able - running all the time a parallel and rival appeal to^ 
the eye All additions must interlock with both the poetry 
and the action I now outline some rough suggestions for the 
ideal production of (i) The Merchant of Venice and (u) Macbeth 

The meaning of The Merchant of Venice is never sufficiently 
brought out We must take the play seriously Its deeper 
significances do not, it is true, correspond at every point with 
a surface realism as they do in Macbeth But for this very 
reason we must take care to bring the inherent meamng out 
as harmomously and as naturally, yet powerfully, as we can 
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This play presents two contrasted worlds Venice and 
Belmont The one is a world of business competition, usury, 
melancholy, and tragic sea-disaster, the other, a spelled 
land of riches, music, and romance This I show in The 
Shakespearian Tempest, pp 127-41 I know many of our 
Venetian scenes are comparatively jovial ^but Gratiano is 
scarcely a pleasant man Vemce has romantic associations 
but here it is darklyt toned~ The supposedly pleasant people 
are not all they might be Antonio is cruel to Shyiock, 
Bassanio a spendthrift, Gratiano vulgar, and honesty cer- 
tainly not the strongest point of Lorenzo and Jessica Shy- 
lock towers over the rest, grand, it is true, but scarcely 
amiable Observe that the tragedy depends on sea-wreck, 
tempests, and such like Shakespeare’s usual tragedy asso- 
ciations But at Belmont all this is changed All the people 
become noble as soon as they arrive there Bassanio is the 
loyal friend, Lorenzo the perfect lover, Gratiano is, com- 
paratively, subdued The name Belmont suggests a height 
ovei looking the water-logged world of Venetian rivalry and 
pettiness At Belmont we have music continually at Venice, 
none The projected Masque we may observe does not, as 
far as our persons are concerned, come off after all (ii, 'vi, 
64) , but It serves for Shylock’s significant lines about the 
‘vile squealing of the wry-neck’d fife’, which might be com- 
pared with his even less pretty ‘bagpipe’ reference later 
Certainly, Venice is not here a place of romantic music 
Belmont is And the Belmont world is dominated by Portia, 
expressly Christian, as against Shyiock, her only rival in 
dramatic importance, and of infimte wealth as against the 
penurious Bassiano and thieving Lorenzo Everyone in 
Venice is in money difficulties of some sort, even the rich 
ones Antonio’s fortune is all at sea Shyiock has to borrow 
from Tubal, and later loses a great part of his wealth with 
his daughter, and bemoans his lost ducats in the street 
But Portia is infinitely rich tier riches hold, dramatically, 
an almost spiritual quality 

Our permanent set must help to mark out these con- 
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trasted worlds I suggest dividing the stage into two levels, 
the rise making a straight diagonal fiom up L to down R 
The higher level is thus mainly on stage right Half-way 
along this diagonal steps can be used to lead from one level 
to the other Venetian scenes will concentrate on the lowei, 
Belmont on the higher, level I do not mean that no V ene- 
tian in Venice should ascend the higher merely that the 
Venetian action should always focus on the lowci with a 
force proportional to the particulai significance Certainly 
in the Belmont scenes the lower space must ncvei be quite 
empty, which would tend to rob the figures above of any 
dignity their raised position gives them a point we have 
already discussed We can arrange a backgi ound that gives 
a wide and vanable range of tones according to the lights 
this will help For the casket scenes the suitors entei down R 
or down L and ascend the steps ceiemomously Nothing 
must seem too rigid, however Portia, standing aside during 
Bassanio’s meditations, would probably come dowm L on 
the lower level, and later meet him as he descends the steps, 
an action which suits the submissive femininity of her 
speech, and his victonous choice 
The three caskets will be large and solid-looking, and 
must be allowed to dominate They are symbolically central 
to the play’s action At the heart df this play is the idea of 
riches false and true wealth Jesus’ parables are suggested 
Vemce is lost in the varied complexities of the false 
Portia possesses the true Not only is love and beauty 
continually in Shakespeare mctaphoucally a matter of 
riches, but Portia is vitilly associated with Chiistianity, and 
is, moreover, an heiress with an infinite bank-balance In 
this play of greed her serene disregard of exact sums has 
something supernal about it 

Portia What sum owes he the Jew? 

Bassanio For me tliree thousand ducats 

Portia Wliat, no more? 

Pay him si thousand, and deface the bond , 

Double SIX thousand, and then tieble that 
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He shall have gold ‘to pay the petty debt t\\ enty times over’ 
We must note further that Portia’s office in the play is to 
demonstrate the futility, as a final lesort, of business and 
legal exactitudes The action drives home the truth that 
money is only an aspect of life, and that life itself must come 
before money and the laws of money ^ The contrast is ex- 
quisitely pointed by the situation of a man giving a pound 
of flesh as security Everyone wants to save his life, but there 
seems no loophole His life is now subject to laws made only 
for money Observe how Portia deals with the absurd situ- 
ation She dispels the clouding precisions and intellectualities 
of the law court by a serene common-sense This is some- 
thing very like the common-sense of Jesus Her Mercy 
speech exactly reflects His teaching Moreover, the white 
beam of her mtmtion shows, as genius has a way of showing, 
as Jesus’ teaching so often shows, that the academic intelli- 
gence is Itself vidnerable at every point by its own weapons 
ShylocL’s worst danger is to be allowed the rights he fights 
for 

The words expressly are ‘a pound of flesh’ 

Take then thy bond, take thou thy pound of flesh, 

But, m the cutting it, if thou dost shed 
One drop of Christian blood 

This IS what comes of not distinguishing between the 
counters of finance and the bread and wine, the silver flesh 
and golden blood, of life itself The serene wisdom of life 
works always by refusing vahdity to false abstractions You 
can cut money into bits, but not life, theie any piece in- 
volves the whole Such are the lines of Portia’s rcasomng, 
it is fundamentally a poetic and holistic reasoning As soon 
as you begin to think in such poetic and holistic terms theie 
are always certain supposed exactitudes that lose all mean- 
ing so next Portia supports hei first argument by insisting 
that poor Shylock shall take exactly a pound of flesh, 

I I acknowledge a debt in my thinking around this point to Mr Max 
Plowman’s most illuminating note, ‘Money and the Merchant,’ Th 
Adelphti Sept 
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neither less nor more by the weight of a hair His whole 
position crumbles 

Clearly, then, the caskets, gold, silver and lead, containing 
respectively death, folly and infinite love and wealth, musi 
be solid and dominatmg This play is not so silly as many ^ 
modern critic would have it and many a modern produc 
tion makes it 

So Venice and Belmont alternate The play works up tc 
the chmax of the Trial Scene, where the protagonists of th( 
two worlds, Portia and Shylock, mCet foi the fiist time 
Portia descends from Belmont almost as a divine being 
her office is, anyway, that of a dea ex machina I would hav< 
the court sitting on the high level R, some using the leve 
itself for a seat The Duke’s chair will be half-way along 
Bassamo and Antomo are down R, Shylock moves betweei 
up L, L, and C Some spectators can edge in down L anc 
Gratiano stand L between them and Shylock, coming for 
ward for his big speeches 

JPortia enters down R, circles up-stage to the steps, an( 
ascends the higher level, standing beside the Duke He 
doctor’s gown is better neither black nor 1 ed Her doctoi at* 
IS one of serene Christian wisdom and feminine intuition 
She never gamed it at Padua Let her therefore wear a 
correctly cut doctor-of-laws gown of spotless white ® She is 
high and central dominatmg the whole court The lighi 
should be intensified on her white gown and golden haii 
just showing under her cap as she speaks her Mticy speech 
But, as the situation ripens, she descends observe how tlm 
movement uses our levels to capture the essence ol hex 
ai rival in Vemce to rendei assistance, her descent from the 

1 Portia at Belmont is, to Morocco, a 'shnne* and a ‘mortal breathing 
saint’ The arrival of her wooers will stress this suggestion They will face 
her on the steps, themselves standing below, as pilgrims before a dmne 
sanctuary 

2 Something suitable must be devised for Nenssa, who entt rs witl 
Portia The gown I advocate for Portia reflects exactly that blend of 
reahsm and symbolic meaning which I regard as the essential quality of 
Shakespeanan drama 
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[lappier world of her home She comes nearly, but not qmte, 
down the steps at ‘I pray you, let me look upon the bond’ 
Shylock gives it her She warns him ‘Shylock, there’s 
thrice thy money offered thee’ She is kind, is meeting these 
people on their own terms, descending to their level But 
Shylock will have none of it She tries again He returns to 
his corner, talking to Tubal, adamant Portia, on the steps, 
begins to prepare judgment She addresses Antomo, asks for 
balances and a surgeon Antonio says his farewell Now, 
swaying slightly, she pionounces judgment, the speed 
gathers as the whirl of her repetition gains force, the whirl 
of a lasso 


The court awards it and the law doth give it, 

and 

The law allows it and the court awards it 

Shylock, in ecstasy of hatred, cries ‘A sentence ’ Come, pre- 
pare’’ Unleashed, he springs down-stage Bassanio shields 
Antomo The Duke stands The crowds murmur But at 
this instant Portia takes the last step down to the lower level 
and cuts off Shylock’s attack with a raised hand 'Tarry a 
little ’ There is silence In a qmet voice she continues 

there is something else 

This bond doth give thee heie no jot of blood 

The terrible judgment of a fathomless simplicity and divine 
common-sense 

It is, of course, an amazing scene, and its tremendous 
dramatic impact derives from the clash of the two domina- 
ting forces in the" play, Shylock and Portia, and all that 
they stand for Our set of two levels with Portia’s descent 
will assist, so will her white gown, and her significant bar- 
ring of Shylock’s attack at the crucial moment, which must 
be given expiessive action We must work always from the 
profound issues implicit m the dramatic thrill if it is to have 
full power Poi tia’s standing on the same steps where pre- 
viously we have seen her meet her suitors, with the caskets 
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behind, priestess of the knowledge of true and false wealth, 
clearly helps this scene We are aware of her bunging 
her Qwn world and all it symbolizes into the new^" 
context 

For the rest of the scene do not be afraid of an anti- 
climax Portia must be firm and not too pitiful Shylock’s 
exit, G to down L through the crowd, can be as pathetic as 
you will, but not too long delayed The play shows a 
Christian, romantic, and expressly feminine Poitia against 
a down-trodden, vengeful, racially grand, usuiious Jew I 
do not claim that all the difficulties inherent in this oppo- 
sition are finally settled m our play but I do claim that 
this dramatic opposition is a piofound one You must not 
suppose that since Portia has all our sympathy Shylock can 
have none poetic drama can be paradoxical Portia stands 
serene in white purity, symbol of Christian romance But 
Shylock, spying he is ill, picks up his cloak and goes out 
robed in purple the purple of tragedy Two tremendous 
imaginative issues conflict the romantic dream and tragic 
realism Later Shakespeare is to reconcile them Here 
the opposition must be stark neither must be watered 
down 

The last scene at Belmont acts itself easily but I object 
to so unfortunate a back-cloth as one with waves painted 
on it, for obvious reasons Our set here might foi the first 
time dispose of the change m level The action’s dualism 
may not have been perfectly unified but you cci tainly are 
not supposed now to be worrying about it Or again, you 
might keep it, and get highly sigmficant comedy out of the 
lovers chasing each other - as they usually do - about from 
one level to the other On second thoughts, I think this best 
It would have meaning Lorenzo and Jessica w’^ould be 
comfortably placed on the steps at the beginning 

3 

We have referred continually m this book to Macbeth Here 
IS an outhne of my ideal production The afeneral 
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mil be (1) to use a more or less permanent set, (u) to 
arrange a rich production to bring out and solidify with the 
help of the action layers in the play’s imagery and symbohsm 
which It usually takes years of sensitive appreciation to re- 
mark and hold in the mind, and (m) to give at last the 
element of supernature something like adequate projection 
I shall not attempt to describe sound-effects I have already 
indicated my principles in that matter My arrangement 
exploits dramatically the more philosophical ideas of my 
essay on Macbeth in The Imperial Theme 
The stage will be mostly draped in black There will be a 
semi-circular background with a ledge half-way up, and 
two or more high entrances there There are entrances be- 
low variously as may be convement A flight of steps leads 
down from the ledge C, or possibly a httle L of G, so that it 
points mward at a slight angle There is a big dais R with a 
heavy and elaborate golden throne Opposite the throne 
there is, L, a niche with a raised Madonna-figure and Child 
and an altar-]ike level, with a step in front, but none of it 
too defimtely ecclesiastical Possibly the black drapes all 
round are streaked with gold zig-zags here and there Two 
of the entrances to the ledge show red curtains , but these 
and other gaps can also disclose sky for out-door effects 
The stall way is carpeted first with green, later with crim- 
son, and finally again with green The hghting will be 
subtly used throughout especially important will be its 
varied play on the Madonna and the throne These will, 
however, nearly always remain visible Theie will be no 
obvious stress on coloured lights 

Act I 

The first scene is given on the fore-stage I assume we 
should have a good one Next, Duncan stands before the 
throne, the bloody Sergeant entering down L The Madon- 
na is well lit here and wide patches of sky show above the 
ledge 

The lights would then change for Macbeth’s meeting 
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With the Witches, dimming on the Madonna Through the 
openings over the ledge irregular patches of sky-shcet could 
show This should then suggest a mountainous and craggy 
gorge Our set lends itself to effects of descent which can be 
used to suggest a Dantesque circle of Hell Having a very 
defimte permanent set you need be less afraid of dimming 
corners, since the audience are already conscious of what is 
there and grow to have a feeling for the propel hmits The 
throne and Madonna are dim The Witches meet and then 
circle C Macbeth and Banquo enter on one of the ledge 
openings, silhouetted for a second against sky, and walk 
round and descend the steps They are coming over moun- 
tain crags The Witches prophesy grouped in front of the 
throne, and facing Macbeth and Banquo, who have walked 
down L Macbeth advances they melt away, and he finds 
himself confronted significantly by the thione, on which the 
lights have slightly risen Macbeth gazes on it, as he says 
‘Your children shall be kings’, then starts at Banquo’s ^Tou 
shall be king’, and turns away from it as though umn- 
terested ‘And Thane of Cawdoi, too ’ During his soli- 
loquy he stands near, and on appropriate lines regarding, 
the throne Banquo and the lords group down L Macbeth 
comes down to meet them, while the curtain closes behind 
They go off together 

Next the curtain is drawn and Duncan discovered on the 
throne, his sons on either side No sky is visible it is an' 
interior The Madonna and Child aie bright Macbeth and 
Banquo enter down L ~ not down the steps - and approach 
the dais The King’s proclamation of Malcolm’s accession 
must be done ceremomously, Macbeth with the others 
kneeling before the throne-group, this will be effective, and 
brings out the meamng of the situation, besides thi owing 
forward to a later group 

The lights change and diiect the eye to Lady Macbeth 
appearing through one of the ledge-entrances Morning sky 
might show again, as through windows She is now on the 
steps, reading the letter At ‘Glamis thou art ’ she swiftly 
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descends, facing the throne from the bottom step at ' shalt 
be what thou art promised^ The servant tells of the mes- 
senger ^He brings great news’, takes Lady Macbeth up- 
stage She refers to her ‘battlements’ with arms raised to 
the sky openings, back to the audience , next, swings round 
to face the Madonna and Child She deliberately chal- 
lenges the figure for a second, then scornfully turns, and 
invokes the spirits of evil against her own sex and mother- 
hood or she might speak boldly facing the image Macbeth 
erfters down R ciossmg the thione, and does not look on it 
until his wife urges him They go out 

Duncan and his following enter down R, and look up to 
the ledge, as to a battlemented castle It might be possible 
for lights to thiow up something that suggests this After 
Duncan’s ‘Martlet’ speech, Lady Macbeth descends the 
green stairway to meet lum He confronts her standing with 
his sons and lords grouped before the throne 
The curtains are drawn and the feast procession passes to 
music across the fore-stage It must be done solemnly and 
ritualistically, so that no one laughs, as in most Macbeth 
productions Funny-looking meats should be avoided 
Next the full set is discox^ered with now a red carpet on 
the stairs Macbeth is standing on the lower steps of the 
stairway for his soliloquy Sis references to Duncan are 
made looking at the throne As his speech glows impas- 
sioned he rises, walks down-stage, and faces the Madonna 
for his lines on *pity^ like a naked new-born babe’ and 
‘heaven’s cherubin’ Finally he falls on his knees on the 
steps before the Madonna, looking back at the throne for 
the words ‘vaulting ambition’, then prays At Lady Mac- 
beth’s entry he rises She draws lum down L, away 
Laughter is heard from the feast, from time to time, during 
their dialogue Then we have a ceremonious piocession 
Duncan and the rest enter R There is business of some sort 
between the King and his hosts He, with his sons, ascends 
the red stairs and, half-way, turns and holds his arms in 
blessing over the crowded stage The grouping tends to 



144 PRINCIPLES OF SHAKESPEARIAN PRODUCTION 
mask the thione here Then aU go out, some up the stairs 
and at different openings on the ledge, otheis at up-stage 
ground entiances, otheis at the wings You should see 
clearly the red-cui tamed door of Duncan’s exit on the 
ledge 

The lights change Night sky is seen at openings ovei the 
ledge Banquo enters below with Fleance^, then Macbeth 
and a servant During this subtle dialogue the throne, close 
to Macbeth, can catch Banquo’s eye significantly on the 
words 'To you they have shown some truth’ Macbeth 
stands with his back to it, for 'I think not of them’ The 
Madonna is dim Macbeth is left alone The air-diawn 
dagger points up the red staiis He follows it a step or two 
Then he banishes it, turning, and facing the darkly glowing 
throne with lustful eye He now succumbs utteily to evil 
and speaks the Tarquin lines He regards the throne again 
at 'Whiles I thieat, he lives’ The bell sounds He crouches 
up the stairs and along the ledge to Duncan’s room 

Lady Macbeth enters up R, lower level Macbeth’s re- 
appearance is easy You watch his zig-zag course, along and 
down For his agomzed 'sleep no moie’ speeches he sinks 
on the dais step, a puny, miserable figure under the vast 
throne You see how it offers him no pleasure, mdeed, is 
clearly not lus at all Lady Macbeth ascends the stairs and 
returns The knocking is ominous They go out and the 
Porter enters, and then Macduff and Lennox Macduff is 
all efficiency, sharp with the Porter, afraid of being late, 
precise and military He and Macbeth confront each other 
before the Madonna and throne respectively Macbeth 
offers to take Macduff up, but his nerve fails, and he points 
‘This IS the door’ 

At the general discovery of the murder people ciowd in 
from all the entrances Banquo and Macduff are rcspec- 

I Suppose, dunng their short dialogue, that Flcance sits on the 
throne, and that the first article handed him by his father is held like a 
sceptre. Observe how the mcident, and dialogue, proceeds to fiower 

(1947) 



THE IDEAL PRODUCTION I45 

lively in front of the throne and Madonna, Malcolm and 
Donalbain down R The King’s people are massed down R 
and L Macbeth stands at the foot of the red stairs, his re 
tamers slanting off on either side and above, the apex of a 
wedge spmed with crimson A kind of arrow-head Macduff 
L speaks his ‘Wherefore, did you so^’ with a challenging 
ring, Banquo his lines 

In the great hand of God I stand, and thence 
Against the undivulgM pretence I fight 
Of treasonous malice 

with one foot on the throne steps After the rest go, Mal- 
colm and Donalbain can show a defimte suspicion of Mac- 
beth, legarding the stairs sigmficantly 
The choric commentary of Ross and the Old Man is to 
be done as a front-scene Macduff, entering later, must ap- 
pear meditative, unwilling to express his full suspiaons, but 
darkly meaningful and thoughtful This ends Act I 

Act II 

Banquo enters m the full set and uses reference to the 
throne freely to point Ins words, standing C Then Macbeth 
and Lady Macbeth enter from above with a couple of 
attendants, and come down the crimson-carpeted stairs 
Banquo draws R to the throne-step The stage fills from 
ower entrances LG and down L Macbeth is again the apex 
af a crowd, as he comes down C The repetition is signifi- 
cant Banquo, with Fleance, is R, and seems for a second to 
DC barring Macbeth’s approach to the throne Then he 
bows and the incident melts, as he steps aside and Macbeth 
and Lady Macbeth cross This is the second of a senes of 
incidents where Banquo is related closely to the throne 
Now we have a small wooden throne for Lady Macbeth 
down-stage of the gold one, beside it which points the 
proper quality of Lady Macbeth’s position, quite subsidiary 
to Macbeth’s kmgship Her unselfishness is a platitude of 
commentary Macbeth in his throne looks lost It is so big 
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An all but ludicrous effect is wanted ^ After Banquo’s exit, 
the others go and leave Macbeth alone He rises quickly 
from the throne as if with relief ‘To be thus is nothing * 
Referring to Banquo’s ‘royalty of nature’ he looks on it, 
bringing to our minds the two incidents when Banquo has, 
as It were by chance, seemed positionally to possess it Mac- 
beth asserts himself as he defies fate towards the end of his 
soliloquy He can, as it were, attack the image of Banquo, 
sweeping it from the throne, banishing it like the air-diawn 
dagger then swiftly turns, nervous, at ‘Who’s there He 
stands on the throne steps as he addresses the muiderers 
then goes out Lady Macbeth returns The Servant goes out 
down-stage somewhere Lady Macbeth sees her husband re- 
enter and stand gazing at the Madonna She quickly draws 
him away, telling him to banish ‘sorriest fancies’ and all 
thoughts that should die with the dead She leads him to his 
throne, would put him theie, and try to love seeing him 
there, as a mother puts her baby to rest He sits in it for 
‘We have scotch’d the snake, not killed it ’ She kneels, 
and cai esses him ‘Gentle my lord, sleek o’er your rugged 
looks ’ Macbeth breaks from her, but still sitting, and hints 
aside of some ‘deed of dreadful note’ She, anxious, rises and 
impoitunately draws to him, holds his arm ‘What’s to be 
done^’ Now he breaks from her altogether, rises, and fiom 
the throne steps invokes night and evil She is fearful, bereft 
of speech 

The murder of Banquo is done as a fiont-scene 
For the feast we have our full set There is one big table 
runmng diagonally down L at whatever exact angle may be 
most convement Macbeth and Lady Macbeth are in their 
thrones Guests are at the table Macbeth’s other chair is at 
the table’s up-stage end, which is quite near the base of the 
stairs Macbeth talks to the murderer on the stairs where 

I There IS authority m the text 

Now does he feel his title 

Hang loose about him, hke a giant*s robe 1 ' 

Upon a dwarfish thief 
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the Ghost is to come from Then he comes down R On his 
lines referring to Banquo the Ghost walks slowly and de- 
liberately down the red stairs and sits m Macbeth’s table- 
chair, which IS slightly raised, giving the Ghost a dominant 
position Lady Macbeth comes down R and talks to Mac- 
beth aside The Ghost exits into the shadows up R behind 
the throne On its next entrance it appears down R, stalks 
to the dais and sits in the throne Macbeth on his second refer- 
ence to Banquo has taken possession of the table-chair as if 
to make sme of no more accidents, but only finds he has 
driven the Ghost to a still more teiTible position the very 
one he most hates to associate with Banquo Macbeth 
finally advances to the thione steps and violently banishes 
It, repeating the movement I intioduced earlier Note 
Macbeth’s courage in face of the supernatural Every time 
he shakes portentous nightmares from him It was the same 
with the dagger, and see how he curses the Witches later 
He treats them like diit His humamty never bends undei 
these sub-human horrors He never abrogates his status of 
man This is important and forms - or should - a laige part 
of our admiration His bark is thus 'tempest-toss’ d’ but 
'cannot be lost’ The Ghost’s exit is a simple turn left and 
round along the dais into shadows, quickly obscuied behind 
the tall throne The guests go out L and up R Alone to- 
gethei Macbeth and Lady Macbeth stay by the thrones, 
Macbeth is sunk on the dais, his wife kneels, ministering to 
him At ‘Come, we’ll to sleep’ they cross and start to ascend 
the stairs, slowly, like Adam and Eve, hand-in-hand Half- 
way up, Macbeth stops and speaks his last couple of lines, 
looking on the disordered remains of the banquet ‘My 
strange and self-abuse ’ Again they move up, slowly, 
laboriously 

The Hecate scene is done on the foi e-stage Then we go 
back to the feast scene All is just as we left it, overturned 
chairs and all But the lights have changed Especially the 
Madonna-figure is picked out brilliantly whereas for our 
Banquet scene it was only normal Lennox and a Lord enter 
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looking surreptitious and stealthy, up-stage Their dialogue 
IS done more or less C They speak softly At Lennox’ lines 
‘'Some holy angel ’ they come down, peihaps kneel, to the 
Madonna The advantages of doing this dialogue from our 
full set are obvious The Lord can point to the disarranged 
remnants, tumbled cups, and so on for his words 

We may again 

Give lo our tables meat, sleep to our nights, 

Free from our feasts and banquets bloody knives 

The words point the moral of the Banquet scene, let the 
action do so, too 

We cannot run on at once to the Cauldron scene, as the 
table has to be moved I suggest we draw the curtain, and 
all lights are down In the darkness you hear the thunder 
and the Witches’ first speeches, this can go on as long as 
may be necessary Then the lights come up on om full set 
with the cauldron C and the three Witches at then work 
round it The sky shows in craggy strips above We are in 
one of the lowest circles of Hell, the ‘pit of Achci on’ The 
Madonna-figure is dim for this Black Mass if we use He- 
cate’s entrance, she will appi opriately obscure it, down L 
The Witches between their chants can vaiiously twirl away 
a little up the stairs or on to the dais Macbeth appeals 
above and speaks from half-way down the staii s ‘What is’t 
you do^’ The throne is not clearly visible Macbeth stands 
before it^ The Witches are now down-stage of the cauldron 
and, when the Apparitions aie to appear, group themselves 
diagonally LG facmg up-stage, close to the cauldron The 
Apparitions come from the cauldron C, very solid and dis^ 
tmet They could be diommy figures and their words spoken 
in turn by each of the Witches this may even be the orig- 
inal intention The thunder is very loud Macbeth cowers 
instinctively before the Crowned Child though part of the 
little conflict-drama^ it is itself a powerful life-symbol The 

I See cither TJu Shakespearian Tempest^ pp iQa-s, or Th Chnsttan 
Rermssance, 63-4 See also p 1 78 below (note) 
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words, however, reassure him Macbeth demands to know 
more The Witches get G above the cauldron Macbeth, 
back to the audience, fiercely advances, and the cauldron 
sinks, obeying the text It almost seems as if Macbeth has 
stamped it out of existence The Witches, and Hecate, draw 
back, moving backwards, up the stairs as though feaiful, as 
they should be, of what follows Macbeth, C, sees the throne 
loom out, the lights coming up on it and the Madonna 
Music sounds The kings enter up R and down R variously, 
each pausing before Macbeth, and in turn grouping them- 
selves round the throne, like a photograph group All Mac- 
oeth’s words must be audible Pauses are no difSculty let 
t be all done with dehberation and ceremony Balls and 
>ceptres and the glass should be visibly solid Finally, the 
Grhost of Banquo enters and takes his place in the throne 
tseif Banquo’s continual possession of the throne during 
the middle action is most significant His royalty is spiritual, 
reative, and real, Macbeth’s selfish, lustful, and unreal 
This IS why Banquo worries Macbeth so much Now the 
vhole group is complete Macbeth stands G between it and 
he bright Madonna The effect is splendid and solid The 
angs as they enter must give Macbeth a good look usually 
hey just peep at him through gauze The group then melts 
iway, ceremoniously, moving vath. digmty, the lights on 
hem dimming Lights could for once go down all round the 
tage leaving Macbeth alone illuminated C, a pm-pomt of 
)urmng consciousness in Hell There is thunder and gallop- 
ng of horses Later we have a realistic explanation, but 
neanwhile they can be associated with the Witches’ de- 
)arture, riding through midmght storm-wrack Often in 
Jhakespeare a realistic stiucture provides a sound of more 
eneral import as m the music preluding the middle action 
f Othello^ and the sound-effects m Hamlet After the Witches 
amsh, all the lights go up, the sky-strips are again red- 
urtained doors, the wild nightmare crags are the corridors 
f his ovm palace He stands dazed, m sudden daylight 
le stares at the throne and dais late occupied by Banquo 
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and his descendants, and the stairs, where the Witches were 
last hunched up He covers his eyes in agony Lennox enters 
Observe our use of the throne in relation to Banquo 
during the middle action Just before the murder, Mac- 
beth, himself in front of it, confionts Banquets innuendo 
speech After the muider, Banquo stands on its steps for 
‘In the great hand of God I stand ’ Banquo, in the soli- 
loquy that starts our second act, will have gazed on it at 
the start, ‘Thou hast it now and also as he remembers 
the prophecy concerning his own sons Macbeth next finds 
him sigmficantly in front of it, but sits in it himself whilst 
questiomng Banquo about his journey Now follow three 
incidents of rising intensity Fust, Macbeth images Banquo 
in the throne dunng his own soliloquy, next, the actual 
Ghost Sits there at the banquet, and, third, Banquo, with 
all his line, possesses it in the Cauldron scene We may re- 
member the early group of Duncan and his sons Om pro- 
duction must reflect the poet’s skill m keeping before oui 
eyes Banquo’s ‘royalty of nature’ and all it stands foi of cie- 
ative kingship Thoughts of Banquo dominate the middle 
action 


Act III 

The murder of Lady Macduff can be best done before 
simple curtains Generally it gets laughter It is, however, 
not meant to hold any grandeur of action Macbeth’s ex- 
ploits get less and less dignified and moie mad They aie 
meant to Duncan’s murder was tragically gi and, Banquo’s 
melodramatic, and this is almost ludicious The producer 
must bring out its quality of ghoulish and stupid horror 
fearlessly and significantly and no one will laugh You must 
avoid a lot of screams at the end 
The English scene is done also before curtains a gieen 
background would do well 

We return to our main set for the sleep-walking Lady 
Macbeth comes down the red stairs and latei leascends 
therm Her candle will be put on the throne dais, or the 
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stairs She fingers the throne 'with the action of blindness 
At one point she comes near the Madonna, perhaps touches 
the altar-level in front, and shrinks a'way whimpering She 
moves about the stage, living its sigmficances The Doctoi s 
‘God, God, forgive us all*’ can be spoken 'with sbme refer- 
ence to the Madonna, which should be palely lit 

From now the action speeds up A short militaiy front- 
scene, with martial drums, shows tioops gathering to meet 
Malcolm Then we have our full set the sky-sheet shows in 
places above to give some effect of battlements, but lights 
are gloomy and autumnal for Macbeth’s passage of tragic 
loneliness and the Doctor’s lines on Lady Macbeth The 
stairway is now green again Now follows a second short 
scene, with martial music getting louder and neaier for 
Malcolm’s and Macduff’s approach The play is growing 
brighter ^ Notice the repeated direction ‘drum and colon? s" 
for Malcolm and his supporters, which is answered by 
Macbeth’s ‘Hang out our banners on the outwaid w^alls’ 
Both sides share m the awakening Macbeth is reckless and 
flings himself in the throne He is almost happy There is 
action, colour, and sane purpose at last, replacing night- 
mare and actions that beat only the dark and torment the 
doer Macbeth no longer fears a night-shriek he has all but 
won through Hearing of his wife’s death he first moves to- 
wards the Madonna, as if to pray, but turns aw av 

She should have died hereafter. 

There would have been a time for such a word 

The messenger announcing the movement of Birnam 
Wood comes from above Martial music sounds louder and 
s^ery close for another front-scene ‘Now near enough >our 

I We want our lights to grow sensibly brighter during this last move- 
ment That does not mean tliat all the middle action must be done in 
half darkness that is the usual kind of mistake producers fall into All 
that IS necessary is for this movement to start dark, quiclJy get bright 
mough for clear expression but with a certain toning of atmospheric and 
autumnal suggestion, and giadually inciease to a brilliant conclusion 
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leafy screens throw down ’ I think these are best sug- 
gested off stage Then our full set, for the last time The 
sky-sheet shows more than ever befoie The stage is very 
light Macbeth fights Siward, and goes off Macduff enteis 
During his short speech - 'My wife and children’s ghosts 
will haunt me still’ - he might get some business with the 
Madonna-altar, dedicating Ins sword to her and piaying 
He goes off up the stairs Malcolm and Siwaid entei from 
down L and cross, going out down R Macbeth re-enters, 
and IS by his throne as Macduff confionts him coming down 
the stairs He is lulled finally below the Madonna and 
CMd The body lies on the steps before it, sacrificed We 
remember Macduff’s slaughteied wife and children, and 
Lady Macbeth’s speech invoking the desecration of mother- 
hood 

The rest is easy At the conclusion Malcolm ascends the 
throne, or at the least stands on its step Macduff lemains 
close to the Madonna for the final gioup Malcolm might m 
some way use the Madonna for his phiase ‘the giace of 
Grace’ as might Old Siwaid earlier The lights are bright, 
the sky above as brilliant as possible, for the fiist time ex- 
posed all the way round the curving ledge, crowning the 
stage with a wide circle of light 

I have hurried these last descriptions, not because the 
last scenes are weak or unimportant, but because they de- 
pend more on a quick time sequence and martial sounds 
than on spatial significances 

Such IS my outline Obseive that I have used a perma- 
nent set for all big scenes, and have picserved an impres- 
sion of weight and solidity thioughout The mam impres- 
sions I have used are 

(i) The throne^ which covers the various royalty-symbolism 
of our play, gold ciowns and sceptres, etc , and tlie whole 
matter of kingship, rightful (for Duncan and Malcolm), 
wrongful (for Macbeth), or spiritual and prophetic (for 
Banquo) 
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(ii) The red stairway^ mainly suggesting blood, which is a 
powerful impression throughout My ariangement of the 
carpets will be best understood by considering that the play 
moves from social and natural order through nightmare 
and blood to daylight sanity and a new harmony 

(ill) The green stairway at the beginning and end, suggest- 
ing nature and social harmony generally, an integral con- 
ception to be contrasted with the unnatural and night- 
marish evil and related to the child-with-a-tree, the mart- 
let’s nest, the wren passage, the Birnam Wood incidents, and 
numerous other nature references, and also thoughts of 
honoui and integrity generally 
(iv) The Madonna and Child, relating to frequent Christian 
imagery of purity, angels, and divine grace, closely asso- 
ciated with child-thoughts, Lady Macbeth’s invocation of 
evil to dry up in her breasts the milk of human and feminine 
tenderness, her ‘I have given suck ’, the ‘naked new-born 
babe’, the two child apparitions, Macduff’s family, etc 
The symbohsm blends with the creative royalty of Banquo 
and his descendants 

I have not attempted to discuss sounds^ They must be 
given exact attention music for Duncan’s feast and the 
show of Banquo’s kings and, if 'sve use it, the Witches’ dance 
with Hecate, thunder continually, especially for the Witches 
and the three Apparitions, continually nearing martial 
jounds for Malcolm’s aimy, and the strange effect of horses 
galloping, twice at least, which relates to the nightmarish 
atmosphere very aptly By working this - as, indeed, on 
occasion other sounds - with growing volume from behind 
he audience, you can temporarily enclose the whole 
heatre in the play’s action The ideal pei foi mance would also 
mbody many strands and trains of imagery and thoi:fght 
00 subtle or intangible for static visual pi ejection The 
:][uestions, the mazed bafflement, the essential darkness of 
he play, might be reflected into appropriate turns and 
gestures 

If my description here appears to lay too much emphasis 
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on universal meanings, and seems rather like an X-iay oi 
the play, exposing its skeleton, that is because I have con- 
centrated only on certain moments These should not ap- 
pear obtrusive when embedded in the whole 


I claim that some such production is called fox I have 
not explained all the significances, but, if studied, these 
arrangements will be founcf to vitalize the play continually 
The objects used are drawn from and react on the stoiy 
Itself and the poetry of its expression We must aim to re- 
veal the profound issues implicit m particular events, to 
bring into prominence the things which make Macbeth great 
dramatic literature rather than rhetorical melodiama The 
average production rarely gets beyond good melodrama, 
and sometimes fails to reach that Sometimes, oi couise, 
effects are imaginatively right and powerful by subconscious 
understanding, but there is little conscious and systematic 
exploitation of the author’s pattern There is little beyond a 
direct realistic abstraction from the conciete significances 
of Shakespeare’s poetiy, or, if theie is anything ‘symbolic’, 
the symbols come, not from the play itself, but out of the 
producei ’s mind 

AFTERTHOUGHT (1947) 

I reprint this essay with certain reservations 
(1) It should be read as an extreme and puicly suggestive 
development of certain sound principles What is important 
IS, not the details but, the direction of my attempt No such 
intellectual plan is likely to stand m practice without 
modification My Sto^e production (1942) was inevitably 
done on very different lines (with young boys for Appari- 
tions, head or naked bodies lit from darkness, green, led, 
white) Possibly the solids suggested might be of more 
use in rehearsal, to focalize action and grouping, than m 
actual performance, or even held merely as images m the 
producer’s mmd 
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(11) The Madonna-figure, m spite of my ‘not too eccle- 
lasticaF, points rather dangerously to a rigid orthodoxy It 
nay be safer to feel the play’s Christian tomngs, which are 
icher than is normally supposed,^ as part only of a wild 
laturahsm of birth and creation, while limiting the speci- 
ically Christian to the English court There appears to be 
00 much domesticity in the carpet, though there again the 
extual authority is strong The throne may be allowed 
(ill) If used, the objects might be slabbed out in rough 
nodermstic fashion from a setting of not dissimilar sub- 
tance, being themselves denied a too assertive particularity , 
o that the throne and Madonna could be taken, under 
ertain lights, for rocks Under such a treatment many 
iifficulties might dissolve 

I See my earlier studies of Macbeth , and also Mr Roy Walker’s re 
ent The Time is Free (Dakers, 1949) 



V 

SHAKESPEARE AND RITUAL 


Great drama is something moie than entertainment 
Rather I would call it a ceremony in which actors and 
audience share in the foimal unfuilmg of some deeply sig 
mficant pattern So the better you know a great play, the 
richer your gam there should be little element of e\cite« 
ment as to what shall happen Or rathei your knowledge of 
the futuie disclosuie actually increases your delight m its 
awaited surprise Remember Bottom’s rcmaik - ‘You shall 
see, It will fall pat as I told you Yonder she comes’ That 
goes deep into the nature of dramatic art The Greek and 
Elizabethan dramatists alike were fond of well-known tales 
For, by knowing the future and overlooking the whole, 
whether you be actor or audience, you become fully con- 
scious of life’s patterned progress, for awhile entering a 
state unattained in actual afiaus except at rare moments 
You rise above the stoiy’s purely sequential natuie People 
often ask whethei an actor should feel and live his part or 
rather work fiom a cold and impersonal intellectual height, 
but the question is futile, since he must do both He must be 
lost in his pait while rising above it He must live it in-« 
tensely, but with the felt intensity of art An actoi’s efforts 
must always be given with a ceitam conscious precision, 
often signalling to the audience the kind of reaction de- 
sired An audience will often laugh at, or take seriously, a 
certain effect according to what they think is expected of 
them This is a psychological fact, apart from theory, that 
must never be forgotten Theri must be, therefore, a blend 
of conscious artistry with spontaneous feehng This very 
blend is the supreme necessity As m a dance you may lose 
your self-consciousness to realize it differently in terms of 
acquired technique and orchestral rhythm, so audience and 
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actors lose themselves for a purpose, and, living in that pur- 
pose, attain an exquisite awareness wherein the temporal 
succession becomes the edge of some more solid and rounded 
dimension There is a still wider analogy that of the saint 
whose consciousness enjoys perfect freedom in subjection, 
wherein the antinomy of free-will and predestination is re- 
solved So there is always, and must be, an element of 
conscious forward-knowing artistry, of artistic purpose, 
evident in the whole performance and its reception A 
famous painter used to advise beginners to make their 
work ‘look as though it were painted’, and not to attempt to 
deceive the eye’ But how often do you find ‘naturalness’ 
he only criterion of popular and even enlightened dramatic 
ippreciation^ It is all wrong, or, at leaist, some of it is A 
Droduction should look like a production, and look as 
hough It knows it, an actor should even look as though he 
vere acting If he did not we should all accuse him with 
)ne voice of incompetence I ask only that we acknowledge 
vhat we already know, and consciously accept the conven- 
10ns on which drama rests and of which Shakespeare makes 
uperb use This is the way to a convincing and honest sin- 
erity, and the only medium of a richly human appeal I 
vould blaze a trail to no esoteric and stiff intellectualism, 
)ut to a proper projection of Shakespeare’s synthesis of 
lexible detail with peimanent architectonic, of varied hu- 
aan insight with universal meeinmg So I approve a per- 
aanent and solid-looking set whose clear defimtions and 
onstraimng limits give point and power to the active and 
atensely significant human interplay they enclose Some- 
bang we must have that acts as effiaently as a cartridge 
ase and looks as business-like as the smooth blue-black 
unmetal of a rifle barrel Without such consciously artistic 
ompression m set, general arrangement, and acting tech- 
ique you will rob the play’s explosive force of its right 
etonation and lingering reverberations 
A Shakespearian play demands m places an almost ntu- 
Jistic performance There is explicit suggestion of this even 
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in the romantic comedies We have the formal conclusion 
to Lovers Labour's Lost and Twelfth Night A Midsummer 
Night's Dream ends with ceremonious dance and formal pro*' 
cession Much Ado About Nothing has a dance Hymen’s entry 
towards the close of As You Like It is most important, and 
our critical reception, or rejection, of it a characteristic 
symptom Richly comic action is ci owned continually with 
a formalistic conclusion Even The Taming of the Shrew and 
The Merry Wives of Windsor are by way of being moral 
tracts, with studied moral emphasis at the end Both stones 
end, like that of The Comedy of Errors^ with a feast, staged or 
suggested Most of these romances exploit and expand the 
dream-desires of a romantic aspiration They are vaiiously 
toned with transcendental suggestion Each di earns 
world of melody where mistakes are rectified, desires ful-' 
filled, and all live happy ever after Shakespeare exploits to 
the full the deep content of the happy-ending romance, 
perhaps the world’s most universal art-form We must not 
let twentieth-century cynicism have its way with such 
creations they existed long before our time and will exist 
after Our failure to recognise profundities here is our, not 
their, limitation Each such romance is a day-dream, if you 
will, but one that outlines Pai adise, and as such must be 1 ead , 
and with some such ceremonious understanding, pei formed 
The early Romances explore paradises of personal desire 
they are visions of harmony, of umon But the Histone^ 
pursue a sterner task, developing the rough antagonisms oi 
England’s story in terms of militaiy ardour and honour and, 
especially, the ideal of kmgship A Shakespeanan play, 
aiming always at the universal through the peisonal, 
necessarily finds the king, in whom already these two 
categories blend, a pregnant centre of action So the prob- 
lems of England converge mercilessly on Shakespeare’s 
kings The succession is epic, almost biblical, the swing and 
ceremony of England’s story Remember the divinity of 
Richard II, and how the curse of his deposition and death 
IS not lifted until Henry’s noble oraver Arr 
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To all these kmgly plays we must bung some sense of the 
saciamcntal They challenge our modem undei standing on 
a vital issue Kingship or hero-worship of some sort is closely 
I elated to the essence of poetic drama, which seems, indeed, 
never properly to have recovered from the execution of 
Charles I Today the problem, to the would-be dramatic 
iitist, IS baffling indeed How many plays of Shakespeare 
ire without their king or duke ^ Even the fairies are a royal- 
stic community Kingship is central to Shakespeare’s life- 
Dattern, and ^^»hatever oui political philosophy we must 
eceive such significances correctly and unfold them on the 
tage with due ceremomal and a willing suspension of dis- 
espect They are grand plays They surge with the tumultu- 
)us eneigy of the soul of a nation, and are rich in the pride, 
Domp, and circumstantial panoply of world-power Listen 
o Henry V He is meditating on kmgly ‘ceremony’ 

No, thou proud dream 
That play’st so subtly with a king s repose, 

I am a king that find thee, and I know 
’Tis not the balm, the sceptre, and the ball, 

The sword, the mace, and crown impenal. 

The mtertissued lobe of gold and pearl, 

The farced title running ’fore the king. 

The throne he sits on, noi the tide of pomp 
That beats upon the high shore of this world, 

No, not all these, thrice gorgeous ceremony. 

Not all these, laid in bed majestical, 

Can sleep so soundly as the wretched slave 

‘‘his intuition of kmgly grandeui is vastly different from 
/[arlowe s Shakespeare would never allow the indignities 
uffered by Edward II For Shakespeare’s kingly sequence 
elebrates the unfurling of a nation’s history towards the 
esUny outlined in Cianmei’s prophecy m Heniy VIII 
But there are kings of material and kings of spiritual 
uthority, and I often think the noble sleep-speeches of 
hakespeare’s three royally-burdened Henrys reflect some- 
img of his own, spiritual, royalty and its pam Often in the 
Iistories there is sharp interplay and psychic inwaid drama 



l6o PRINCIPLES or SHAKESPEARIAN PRODUCTION 

between these conflicting authorities m Richard II, in all 
the Henryo The saintly Henry VI outlines the contrast 

My crown is m my heait, not on my head, 

Not deck’d with diadems and Indian stones, 

Nor to be seen, my crown is called content, 

A crown it is that seldom kings enjoy 

I On the spiritual langship in the heart of man turn the great 
tragedies In them also worldly power twines with hier- 
archies of spiritual initiation The tragic heio is usually a 
king, or at least a great soldier In Hamlet^ in OtheHo^ lu 
Timon of Athens ^ in King Lear^ in Antony and Cleopatra, an 
overmastering spiritual force batteis at, interlocks with, 
overthrows the more material ceremony with its own, 
rituahstic and mystic, rite The utmost glory of world power 
IS seen incomplete and, its royalty renounced, foiced into 
a new and dwarfing context of the infinite and eternal, 
doing homage to the mystery of the tragic saciifice; 

What IS, then, this mystery dwarfing life’s positives with 
a seeming negation^ It is close-entwined with the ritualistic 
concept of sacrifice We have authority in Shakespeare’s 
own words His mmd thinks variously m such terms Here 
is a pagan and militaristic expression 

Let them come, 

They come like sacrifices in their trim, 

And to the fire-eyed maid of smoky war 
All hot and bleeding shall we offer them 
The mailed Mars shall on his altar sit 
Up to the ears in blood 

So Hotspur Orsino is likewise somewhat pagan 

ni sacnfice the lamb that I do love 
To spite a raven’s heart within a dove 

But the pagan intuition can blend with a more stnctly 
ethical fervour To Brutus the assassination of Caesar is a 
spiritual and ritualistic act 

Let us be sacnficers, but not butchers, Caius 
We all stand up against the spirit of Caesar , 

And, m the spint of men, there is no blood 
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For Caesar’s death is demanded not by man’s envy and 
greed, but by a divine necessity 

Let s carve him as a dish fit for the gods, 

Not hew him as a carcass fit for hounds 

Which lecalls a similai phrase fiom Antony and Cleopatra 
Just before Cleopatia’s death, the peasant, during a dia- 
logue pregnant of suggestion deeply concerned with the 
nature of her end, sees that end as a sacnfice 

I know that a woman is a dish for the gods, if the devil dress her 
not But truly these same whoreson devils do the gods great harm in 
their women, for in every ten that they make, the devils mar five 

That IS, the protagonist’s tragedy is itself a divinely ordained 
sacrifice we are close to a more Christian concept 
The end of Othello is sublimely formal, the bed an altar, 
With wedding sheets, the candle beside it, as an altar- 
flame, and the chaste stars and virgin moon without The 
word ‘sacnfice’ occuis 

O perjur’d woman * Thou dost stone my heart, 

And makest me call what I intend to do 
A murder, which I thought a sacrifice 

Othello’s words and acts in this scene have throughout a 
strong religious and ritualistic colouring Or in King Lear^ 
Leai and Cordelia reunite m a temporary paradise where 
the mind is waked from distraught agony to music She is 
a soul m bliss’, but he still bound on ‘a wheel of fire’, like 
Desdemona meeting Othello ‘at compt’ and hurling h^s 
sOul from Heaven But they are later to be ‘God’s spies^ 
ivmg only for simple love, and seeing therefore the ‘mys- 
tery of things’ 

Upon such sacrifices, my Cordelia, 

The gods themselves throw incense 

For this IS the renunciation of all pride of mind, ‘ah passion 
>pent’ but spent, as a temporal price, for an eternally en- 
iurmg wisdom Sacrifice is a lecurrent conception We find 

p s p -6 
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the word as early as Romeo and Juliet Looking on the dead 
lovers, who die that Verona may learn to live in peace, 
Gapulet knows they are ‘poor sacrifices to our enmity’ , and 
m what iSj perhaps, the finest tiagic passage in Shakespeaie, 
Buckingham would have the citizens 

Make of your prayers one sweet sacrifice 

And lift my soul to Heaven 

Shakespeare sees human tiagedy as essentially a saciifice 
A writer of very similar cast of intuition, Haidy, in his 
greatest book, follows the thought Read the noble passage 
where Angel Glare tells Tess that she lies on an ancient 
ruined altar to the sun, at Stonehenge 
I think here we draw close to one aspect of the tragic , 
mystery its relation to morality Is Haidy fundamentally 
an unchristian writer, or King Lear a dangerously pagan 
play^ Wherein lies the morality of tragedy^ Life flows and 
ebbs m rhythms There are necessary rhythms of creation 
and destruction throughout ammal life and natuial evo- 
lution Within man^s personal existence these take ethical 
shapes of (i) self-assertion, and (ii) self-sacrifice The uni- 
verse IS patterned on such rhythmic alternations, conscious 
or otherwise Now in the tragic sacrifice we watch objecti- 
fied the essential grandeur and positive thrust of the sacri- 
ficial act Qjuiite apart from the morality of the heio - or 
the ‘justice’ of his end - this general principle claims our 
assent We are held first by a metaphysical rather than a 
moral recognition We share its dnection but the direction, 
m us, becomes next inevitably conscious and moral We 
begin to know sacrifice as a positive rhythm, twin to cre- 
ation This positive quality is finely pointed m the prologue 
and action of Romeo and Juliet The lovers themselves do not 
act with specific moral intention but we watch their love- 
sacrifice automatically prove creative The result m us is to 
induce an understanding, more, a temporary living, of the 
sacrificial thrust So with all high tragedy we are initiated 
into one vast and difficult swing of the piston-pulsc of the , 
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universal law conditioning and enclosing all existence 
Morality is thus the living consciously the difficult prin- 
ciples implicit in the unconscious processes of nature It 
interprets into self-conscious action the existent laws of the 
universe 

Marlowe’s heioes die unheroically Tamburlain from an 
internal disease, Faustus in teiror, the Jew m his own booby - 
rap, Edward m a dungeon of filth But Shakespeare’s are 
Dest dying up-stage, usually (though not m Macbeth for 
ibvious leasons) central, raised, as on an altar Shakespeare 
lUggests a ritualistic close continually the four captains 
arrying off Hamlet, Bolingbroke following Richard’s ‘un- 
imely bier’, Brutus lying in State in Octavius’ tent, the 
tragic loading’ of the tomb m Romeo and Juliet and the bed 
n Othello y the more stark picture of Cordeha m Lear’s 
Lims, Cleopatra with her girls dying before and after, 
laralleled by the thiee crosses in the New Testament 
There is something pictorial and positive about these you 
lo not find so consistently exploited in other tragic artists 
Notice the formality, the noble reseiwe, of the final speeches , 
r the final sounds, as in Hamlet, Timon of Athens, and 
hnolanus Even you get a suggestion of height, i aising the 
lignity of the tragic act 

Gome, Dolabella, see 
High order in this great solemnity 

)r, With more exact relevance to my argument 

Give order that these bodies 
High on a stage be placed to the view 

recall another and greater tiagedy T, if I be lifted up, 
ill draw all men unto Me’ So Shakespeare’s heroes are 
used in turn as sacrificial offerings they go robed and 
arlanded to thcir end I am thinking of Cassius’ wreath, 
>pheha’s garland of flowers, Lear’s crown of hdle weeds’, 
»esdemona’s bridal sheets, above all, of Cleopatra robed 
ad imperially diademed for a new Cydnus and the spousal 
remony of death ‘Husband, I come’ 
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In Antony and Cleopatra the tragic sacrifice becomes ad-^ 
mttedly and consciously a pure positive, an adventure and 
m expansion The great tragedies bieak the shell of the 
Doet’s tragic intuition, and henceforth a new and miracu- 
ous life-intmtion takes our stage This is something not 
wholly unlike the romance dreams of As Tou Like It and 
Twelfth Nighty which were, in their own kind, seiious plays 
enough But Shakespeare never subjected his mind wholly 
to romance, always paiallel was the histoiy succession, pre- 
senting burdened kings and martial conflict in place of 
dreams The tiagedies blend the moie peisonal and spiri- 
tual essence of the comic Romances with the communal and 
realistic essence of the Histones Next, the bioken shell and 
new-winged intuition of the Final Plays show youthful 
dreams mystically reopening beyond the sacrificial agony 
These plays, too, need urgently some almost ritualistic 
understanding, one that recalls parallels in ancient myth of 
death and rebirth 

Surely we need not emphasize that sensitive and signi- 
ficant planmng m production aie here, moie than ever, 
necessary Here for the fiist time Shakespeare has left often 
elaborate and careful directions for ceremonial But we have 
no easy task Think of the plays concerned In Pencks think 
of Gerimon the recluse raising Thaisa from the dead m 3 
scene insistently recalling the raising of Lazarus, of Periclc 
and Marina on the barge at Mitylene leunited aftei th( 
night of fasting sorrow, to the mystic onrush of a sphera 
music, of th^ vision of Diana that follows, of the descent 0 
the priestess Thaisa fiom Diana’s chapel, meeting hci los 
lord, as the dead unite beyond the giave 

This, this No more, you gods ’ Your present kindness 

Makes my past miseries sport 

In The Winter's Tale there is the oracle of Apollo and it^ 
d.ecisive message, there is the contrast of wintry passion and 
tragedy with the rebirth of the ycar> the sheep-sheanng 
festival, and the young Perdita, a seed sown in wintei, but 
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blossoming m spring Is it chance that Perdita talks of Dis 
and Proserpine^ Is there not a clear relation between this 
play and season myths of antiquity, and between those and 
our own concepts of death and resurrection^ And heie 
Hermione descends to the repentant and suffering Leontes, 
as Thaisa to Pericles, a marbled and memorial statue new- 
waked in the 'chape? by Paulina’s music Temples, chapels, 
oracles, resurrections, and the rhythmic swing of seasons, 
of death and rebirth plays rich with mythical symbols and 
religious formalism In Cymheline there is more Here we 
have a close-woven pattern with similar reunion themes 
We have the pagan glory of the sun-worship of the royal 
boys, Guiderius and Arviragus, the apocalyptic Vision of 
Jupitei with full and expanded direction for ceremonial, 
the prophetic tablet, the Soothsayer and his dream of 
'Jove’s bird’ , and the formal and ceremonious conclusion 
The others were kingly plays here the King, as king, is still 
more impoitant The union of the realms of England and 
Rome IS deeply significant, and the new peace ratified by 
sacrifice 

Laud we the gods, ^ 

Aud let our crooked smokes climb to their nostrils 

From our blest altars 

There is more, veiy much more, in Cymbehne^ than has as 
^et been reali7ed 

What of The TempesP It is too packed with relevant 
matciial to be considered now Let me point instead to Mr 
3olm Still’s book, Shakespeare's Mystery Play^ and my own 
inalyses in The Crown of Life and The Shakespearian Tempest 
[t sums and completes the more spiritual progress of 
^hakespeaie’s genius, compacting dominant past symbols, 
ind expanding a highly condensed pattern of universal 
uggcstion often closely related to ideas embedded m myth, 
itual, and poetry of all ages Here, too, you have a king, oi 
luke, and temporal and spiritual lordship are contrasted 
Vs foi Henry VIII, we have already referred to its import- 
mce Its tragic mysticism, its vision of Paradise, its sense of 
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a sacramental kingship in Henry himself, and, m Cran- 
mer’s prophecy, of England’s almost Messianic destiny 
Here Shakespeare blends all his worlds, of tiagedy, of ro- 
mance (m Henry’s marriage with Anne Bullen, to which 
we are forced by the text to give a purely lomantic assent), 
of paradisal vision, and of England, her king, her impend 
future The whole is impiegnated heavily with a ceremomal, 
ritualistic grandeur and a noble, orthodox Chiistianity 
That IS not strange Christianity has all the time been 
implicit in Shakespeare’s work and the two today form a 
necessary and most fertile commentary on each other 
Each of Shakespeare’s tiagic heioes is a mmiatute Chust 
That IS why I have urged the importance of Romeo’s tragic 
ascent, his little Calvary Richard II makes the comparison, 
and the analogy is pointed twice m Timon of Athem Com- 
mentators from time to time make such a cross-ieference in 
discussing King Lear, suggested partly peihaps by his crown 
of country weeds After all, the New Testament is itself 
dramatic, a tragic art-form of unique foice and unique 
reality And if its ‘My God, my God, why hast thou for- 
saken me^’ IS spoken from the Leaf or Hardy sense of bleak 
cosmic desolation, the sublime TCTlXecfTat. neveitheless cir- 
cumferences the whole nature of the tragic sacrifice the 
consummation, the positive thrust, the creativeness Yet 
also the references to Paradise from the Cross and the last 
Tnto thy hands and especially the later resurrection, all 
these correspond to the resurrections and reunions of the 
Final Plays Shakespeare was influenced by Christianity, no 
doubt Who in the modern world was not But primarily I 
stress, whatever our private views on the New Testament 
or Shakespeare, that both are recording the same facts, 
whatever th,e nature of those facts, and however strange 
and mdeapherable they appear to a less sensitive generation 
Today orthodox Christiamty and Shakespeare confiont 
each other with a ^contrast and similarity that challenge 
our attention What is the relation of the Shakespeariar 
play to the Christian Mass^ The Mass or Communion Ser 
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Vice IS at once a consummation and transcending of pagan 
ritual The organic growth was continuous Pagamsm knew 
sacrifice to be essentially a creative and life-givmg force, 
hence their various ceremonies, sometimes cruel and sadis- 
tic, often superstitious, that is, bearing an unprofitable and 
usually dangerous relation to actual affairs, sometimes 
closely approaching Christianity 
The king was important in pagan ritual, his life, the life 
of the community, his death, their death, his renewal, 
then redemption and resurrection In paganism, too, we 
have the dying and resurrected god In Christianity we find 
these blended, with a king not of temporal but of spiritual 
power and authoiity, and one whose sacrifice is a con- 
sciously willed act wherein ritual and ethic become one 
In the New Testament the^ Christ’s kingship is contrasted 
with temporal royalty, with Herod and Caesar, and yet 
itself given the tragic insignia of purple, the proclamation 
written over the cross and the crown of thorns These are 
the two kingships whose intershadmg recurs continually m 
Shakespeare In the Christian Mass we act over again 
Christ’s sacrifice, remembenng it as a willed and purpose- 
ful self-surrender to destruction, and recognizing the cre- 
ative power of such surrender We aie to feed on the bread 
and wine of that once-given sacrificial act, and afterwards, 
the praise, the opening hope, the remembered resurrection 
of the Christ and renewal of ourselves Now in the world of 
Shakespearian tragedy this umque act of the Chnst sacri- 
fice can, if we like, be felt as central Shakespeare gives us a 
human and infinitely varying interpretation of the sacri- 
ficial ceremony, but the deep relation is important More- 
over, Shakespeax e’s final plays celebrate the victory and glory, 
he resurrection and renewal, that m the Christian story and 
n its reflection m Christian ntual succeed the sacrifice ^ 

But the meaning of these last plays is not properly recog- 

1 This paragraph appears now to risk overstatement unless balanced 
)y the remembrance that Shakespeare has as much m common with 
Veschylus and Sophocles as he has with Dante (1947) 
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nized as yet Indeed, while we stumble on the threshold 
steps of Shakespeanan tragedy, we can scaicely appioach 
those inner shrines, and until we do, we shall not furthei 
see the significance of Henry VllI for England today In- 
deed, how can we^ ~ we who find Shakespeare’s kings a 
stumbling-block and the other apintual kingship of the 
Christ an enigmatic dieam, and aie theiefoie unable to 
follow the intense significance of their union 
But we must never, m emphasizing Shakcspcaie’s more 
umversal significances, forget the intense and subtle human 
psychology and sympathy on which their value depends 
The two co-exist in a dynamic and vital lecipiocity Con- 
ventional acceptance and lecogmtion of the purposeful, 
iituahstic quality of art opens the universal, but not neces- 
sarily by denying the particular Indeed, only in so lai as 
we accept the necessary diamatic compression and tele- 
scoping of incident and psychology of the Shakespeanan 
art-form can we focus the infinite minutiae of human sym- 
pathy, such as we have m this book explored in the person 
of Orsmo, the essentially poetic psychology, that functions 
within and m terms of the dramatic ait-foim itself The 
Shakespearian convention most subtly blends and balances 
the personal and the universal, which balance is closely 
related to his use of kmgs For a worldly king is expiessly 
this the communal bi ought to a focal point in the personal, 
the state known as personality The othei king, the spiritual 
king, presents in his person not the communal only, but the 
universal hence, the Christ Indeed, the theological prob- 
lem of the two natures, divine and earthly, each equally in- 
hering to the full in the Christ, reflects the exact nature of 
the balance, the organic cohesion, of the two qualities, the 
highly universal and symbolic and rcahstically human, of 
the Shakespearian play But through acceptance of the 
convention the apparent antinomy is at once resolved 
more, its resolution is known to be the very reason and pui- 
pose of the drama In other words, the diama exists to 
demonstrate the necessity of its own convention, which is its 
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ritualistic nature, for ritual and artistic convention are one, 
□r almost one Ritual is a deliberately willed acceptance in 
terms of which barriers between the universal and the per- 
sonal, God and man, are broken So m a Shakespearian 
production the conscious element of artistry must be ap- 
parent, you must know the j^lay as a play and make a 
willed act of conventional acceptance, without which 
deliberate and consciously desired submission you cannot 
richly receive it If conventional acceptances were not 
demanded by the play itself, we should have to invent 
Dthers They aie the entrances to initiation A certain active 
and partaking generosity is always necessary in ordei to 
receive generously and so the production must force its 
audience to share, consciously and willingly, m its own 
artistic creation That is why our performances of Shakes- 
peare will never be tiuly powerful till they are also con- 
sciously and sympathetically artistic, till they are given 
with revel ence and dignity, with understanding, and in- 
tellectual humility 

If this were accomplished Shakespeare’s work might do 
many strange things for us It might awake in us an under- 
standing of great art at once communal and intelligent, 
might help to solidify groups of our people of various classes 
and casts of mind in one common fusion of spiritual under- 
standing, that is, understanding of the fundamental laws of 
life, be a budge between the various complications of 
human existence and the central truths of Christianity, 
give us again, as a nation, a sense of national and Christian 
purpose - I am thinking especially of Henry VIII - revital- 
izing in us that which is behind Shakespeare’s sublimation 
of kingship and faith in warrioi -virtue, and helping us 
therefore either to cut out what new expressions may be 
necessary for the positive powers m man, or refurbish the 
old, and, finally, make possible a new contemporary drama 
of similar quality to Shakespeare’s, which cannot exist till 
we understand, and know how to use, that which we already 
possess 
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So I plead for a sensitive production of Shakespeare, 
something at least as deeply understanding as we give to an 
oratorio of Bach, something with the same leserve of digmty 
and with somewhat of the quality of military ceremomal 
I stress the ritualistic element in Shakespeaie but this final 
objectivity crowns usually some tumultuous subjective 
violence thrown up by the middle action, whose tempests 
and alarums should be as a ciucible of sound to weld stage 
and auditorium in one living architecture Then shall we 
listen afresh to the blood-pulse of human existence and its 
laws And, as when you listen with a stethoscope you are 
appalled by the Atlantic rushing and seething and thunder- 
ing in a human body, so Shakespeare awakes us not to 
realism, but to reality, not the face and limbs and sculp- 
tured body only, but the greater solidity, the rhythmic 
breathings of the spirit, the thunderous music, the domed 
and quivering palace 
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THE BODY HISTRIONIC (1940) 

An introduction to the staging of Timon of Athens 

The pioduction of Shakespearian plays eventually raises 
the important pioblem what precisely is, oi should be, the 
propel place and use of the unclothed body in serious dra- 
matic performances^ Geitain lecent liftings of communal 
taboo necessarily react on stage practice Tight clothes 
weie lecently used, and sometimes are still, to imitate 
nakedness, and though one meets instances of a bolder 
technique, these are usually far from satisfying Here the 
ballet is in advance of the drama, while the films have 
probably done better than either, but the somewhat un- 
naturally stylized idiom of the ballet lends itself more easily 
to exotic costume design than to any profoundly significant 
use of physical detail, while examples in film production 
have normally been limited by triviality of theme Neither 
art has, it would seem, understood and developed the finer 
potential significances, as have, for example, the arts of 
sculpture and photography I here offer tentative sugges- 
tions fiom a new angle My remaiks are limited to con- 
sideration of the male form, since the female ergoys a fairly 
generally accepted definition m both moral reserve and 
exploitation of significant appeal, while its more directly 
sexual significances are, in our present era, clearly different 
in direction from those we are to analyse 
Throughout my note I shall, of course, assume that the 
obvious decencies - a better word nught perhaps be ‘sancti- 
ties’ - aie to be observed Yet, even so, certain diffidences 
may arise These should disappear imder exammation 
I quote from a review in The Times Literary Supplement 
(December 24, 1938) of Mr Eric Gill’s introduction to 
,his collection of engiavmgs entitled Twenty-Five Nudes^ 
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where a distinction is made of considerable importance 

Much hangs on the difference, and it may be said that one reason for 
confidence in Mr Gill as an artist is his firm grasp of the truth that m the 
complicated make up of human beings the spiritual and the sensual are 
less in conflict than are the spiritual and the coldly rational It is the 
passionate mingling of soul and sense, not witliout humour, in these 
engravings of the nude that makes them little hymns of joy in creation 

Precisely such a ‘passionate mingling of soul and sense’ may 
find expression on the stage Indeed, this union both con- 
ditions and is the farthest aim of all artistic cndcavoui The 
creative consciousness of the painter transcends the sexual, 
which, as I am told by an experienced artist, vanishes undei 
artistic pressure It is the same m the theatre as Shelley says, 
artistic creation necessarily exists in and thiough a state ‘at 
war with eveiy base desiie’, where ‘base’ may, foi our im- 
mediate purpose, be supposed to include the directly sexual 
without our pausing over its final propriety The woild of 
good and evil is, if only temporarily, transcended in both 
the artist and the artistic impact, and, indeed, appeals 
somewhat childish in that context As I have elsewhere 
phrased jt, high art ‘raises no desiies it does not in the same 
instant satisfy’ It is therefore not merely moral, but, 
especially where strong sensuous impulses might seem most 
to be involved, the finest flower of morality It is at once an 
inclusion, a transmutation, and a katharsis 

But stage technique remains indecisive and rudimcntaiy*^ 
It IS not enough for Edgar m King Lear to appear with only a 
waist-cloth and a level make-up the peculiar pait he plays 
will need a veiy subtle body-design and the waist-rJoth 
must be significantly arranged Nor can Aiiel rely on a 
figure, however beautiful, with some characterising ac- 
coutrements for waist, shoulders, and head, and nothing 
more but a straight application of body^wash or powder 
Colours should be thought out and applied, with a delicate 
modulation suiting physical contours, to realize further the 
Ariel quahty on and through the actor’s body itself Wc 
must not be aware of the actor as undressed, that is, of a 
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legation, and one which plunges us away from art into the 
A^rong kind of reality But even where undress is itself a 
orimary theme, as in Timon of Athens^ the result should not 
point us away from the world of dramatic art, but rather 
imbed our consciousness even more deeply theiem The 
Brst necessity is a careful make-up To what extent the body 
>hould be shaded, moulded, and accentuated must be left 
to individual experiment according to the conditions ob- 
taining The shading is easily overdone Much can be 
accomplished by careful lighting from the wings, with 
shadows I have seen a high-class ballet where a level body- 
wash made each actor’s torso appear as a doughy lump, the 
natuial shadows and therefore contours killed by strong 
footlights, leaving a shape without form, rondure, and life 
For a performance of Gahban I have myself used an ar- 
rangement of heavy grey furs for waist, shoulders and back, 
arranged over a complete covering of green grease-paint 
with purple variations which, in its blend of the slimy- 
reptilian with the savagely human, is surely an improve- 
ment on the traditional tights, hump, and imitation skin, 
while aiming at an elemental digmty and rendering pos- 
sible a sigmficant body-action for which the usual costum- 
ing leaves no scope Nakedness alone, however skilfully 
coloured, may not suit a conception that seems at first to 
demand it, and I doubt if Caliban, queer primitive as he is, 
would appear right without some heavy addition for the 
shoulders For the Messenger m Antony and Cleopatra I have 
found a use of arm-bands, Egyptian collar, and head-dress 
help to supplement a loin-cloth and sash in building a stage 
personality Whatever the precise amount worn, the final 
effect must have conviction tights can never give this, 
missing entirely the sheen of hfe Nor will a body-wash that 
does not react to lighting prove adequate Grease-paint, oi 
some similar and more tractable preparation, such as those 
made by Elizabeth Arden, will be necessary We must 
through make-up as well as clothes and minor accoutre 
ments, always give a definite impression of something care 
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fully cieated, not something removed The body should nol 
merely be exposed it must be used In this, even the best 
productions often appear to fail 
The words and thoughts of my piesent analysis probably 
appear more bold than would the con espon ding creation on 
the stage, where one should not be duectly aware of naked- 
ness in isolation, owing to make-up, setting, lighting, and 
action Any such figure must be felt to grow out of his set- 
ting The normal need for atmospheric unity is hcie even 
more urgent The middle scenes in King Lear must provide 
^ a wind-swept support to Edgar’s uncouth yet vivid appear- 
ance If Prospero’s cell is designed with any sort of civilized, 
even though rustic, artistry, a naked Ariel will appear at 
once slightly indecent and too compellingly human for so 
elemental a conception The impact of Antony and Cleopdtra 
will depend throughout on atmospheric unity Moieovei, 
any striking bodily appeal ance, even of necessaiily statu- 
esque figures such as Nubian slaves, must be earned off by 
very assured acting An amateurish indecision will be far 
more noticeable than in costume and risk an annihilating 
judgment, so will any too purely ‘naturalistic’ manner, any 
failure to use the limbs boldly with precision and effect, for 
naturalism, when at grips with nature itself, will paia- 
doxically be found unnatural The intellectual content of 
the performance must keep continually ahead, as it wci c , 
of the sensuous impact, and to do this the actoi must sink 
his consciousness properly within his body, act through it, 
and transmit a sense of artistic poise and vitality This lifts 
the audience’s mind to the creative dimension, and it is 
probably because ballet is always on the move that undress 
has been there more freely developed But in acting, where 
repose is continually also necessary, nothing but a sinccie 
creative consciousness radiating tlrrough the total physique 
will enable every held gesture and postuie to be, as they 
must be, vitally significant The physical must be continu- 
ally shot through with spiritual meaning, as well with 
Gahban as with Timon and Edgar Finally, lighting may 
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legitimately be allowed to contribute more stiikmg effects, 
akin to those used m modern photography, than is normally 
proper ~ according to my own principles in Shakespeanan 
production Since the specifically human is visually broader 
there is the less fear of its dissolution under the electrician’s 
art Such lighting effects must, however, b^e carefully watched , 
lest they blur3 rather than assist, the specifically physical 
creation 

All this might seem of secondary importance But, if we 
look deeper, we find a relation to the basic substances of 
poetry For poetic speech is used in drama to body forth in 
sensuous terms that inmost vitality normally smothered 
under the speechlessness of conventional propriety Poetry 
reveals instincts and aspirations in their naked truth Such 
a metaphoncal analogy, involving a comparison, almost 
an identity, of the psychic and physical, is rooted firmly in 
our cultural tradition The New Testament tells us that ‘the 
body IS more than clothes’ m order to heighten our aware- 
ness of ‘spirit’ or ‘life-breath’ , while St Paul uses continual 
body-images, whether m reference to Christ, the Chnstiacn 
community, or the resurrection of man Shelley’s work es- 
pecially abounds m imagery of nakedness to denote ‘soul’ 
or ‘spirit’, sometimes with direct reference to the more in- 
ward and secret mysteries of poetic art I quote from his 
Defence of Poetry 

Few poets "bf the highest class have chosen to exhibit the beauty of 
their conceptions in its naked truth and splendour, and it is doubtful 
whether the alloy of costume, habit, etc , be not necessary to temper this 
planetary music for mortal ears 

Again, 

Veil after veil may be undrawn, and the inmost naked beauty of 
the meaning never exposed 

My own poetic interpretations have all aimed to press 
further that very process at which Shelley hints and fall 
thus into direct line with my present argument In 
Shelley’s poetry, as in Nietzsche’s Zarathustra, this image 
IS used to correspond to intuitions of ‘soul’ or ‘spirit’ 
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When he writes in the Prometheus Unbound 
Child of light, thy limbs are burning 
Through the vest which seems to hide tliem 

he refers to immortal essence blazing through a mortal 
frame j and Bi owning speaks in the same tradition when 
using such a phrase as hmmortal nakedness’ in The Ring and 
the Book to characterize a paradisal experience 
We find in such pointers only especially vivid examples of 
the usual metaphorical process Poetic impressions neces- 
sarily have dual implications (1) physical, and (11) spiritual 
These, howevei, are rather complementaiy than antithetic 
^Spiut’ denotes the expressly vital, by deiivation meaning 
‘breath’, aiming at suggestion of ultimate powci -sources,, 
the living fluid, less weighty than blood, of existence, and 
literary study provides clear examples of the relation borne 
by a moving vitality to artistic strength in any human im- 
pressionism A puiely static intuition may approach deca- 
dence, the dangerously sensual, as in Spenser’s ingeniously 
contrived Bower of Bliss according to the interpretation 
offered in Mr C S Lewis’ Allegory of Love Marlowe’s 
Leander is somewhat similarly conceived, the youth’s 
physique felt from the outside with a keen mental pos- 
sessiveness, almost lasciviousness however exquisite and 
delicate the aesthetic appreciation, the richest poetic ful- 
filment IS not attained But in Shakespeare’s Adonis or 
Byron’s Juan and Haidee, though desciiption is highly, and 
far more warmly, sensuous, we are made aware ol an in- 
ward flame, carried over by impressions of blood emotion- 
ally active through a physical transpaiency So, too, with 
the child Juan rescues fiom the battle 

A pure, transparent, pale, yet radiant face, 

Like to a lighted alabaster vase 

The physical form is as a lamp lit fiom within, the mys- 
terious significance of life itself is felt m, thiough, and be- 
yond the body, with a profoundly inward sensuousness 
creating what might be called a ‘physical personality’ The 
deepest tragic and spiritual mclusiveness is, precisely, a 
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further extension of this physical-psychic-spintual intu- 
ition, an intuition peculiarly vivid in the ‘blood’ and ‘spirit’ 
reiterations throughout Julius Caesar, while a consciousness 
suffering under a conviction of ultimate antagonisms will be 
debarred from the finest literary understanding and cre- 
ation Now there are interesting, though perhaps not gener- 
ally suspected and certainly not as yet coherently reasoned, 
analogies m dramatic art Earlier in this book I have written 

The visual and spatial effects of production should primarily subserve 
the play’s emotional quality and poetic colour They will solidify the 
spiritual, make real that extra dimension of profound and nchly sohd 
significance that great poetry possesses Thus the visual side of pro- 
duction will very largely be concerned with the play’s more sigmficant, 
universal, and poetic qualities 

Our mam spatial and visual effect must, however, always 
remam the actor himself, and where figures of elemental 
and umversal meaning are to be portrayed, a direct use of 
his body exploits the farthest visual resources of the actoi ’s 
art Timon of Athens, m this as m other ways, is found to 
express the central essence of tragic drama 

We have seen poetry as itself a revealing process, a re- 
moval of habitual silences, strictly analogous, one could 
suggest, to the spoken asides of O’Neill’s Strange Interlude 
We have also seen how Shelley uses direct physical imagery 
to hint the subtler inward coherences underlying the sur- 
face statements of great poetry, as well as to denote spirit 
essences in general Now this quality of poetic vision is ex- 
ploited very clearly m Shakespeare’s larger dramatic sym- 
bolisms that is, the tearing away of some conventional 
covering becomes structural as well as verbal 

Often elsewhere I have discussed the peculiar sym- 
bolic exposures of Shakespeare’s greater plays Hamlet 
shows, as It were, a stripping away of accepted values, the 
hero’s very nerves laid bare before the nakedly spectral 
appearance of his father’s spirit and the tearing down of all 
deceptive covering from society around In Julius Caesar 
and Macbeth exposure is rather metaphysical than psycho- 
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logical In the one, state-order is rudely shattered to dis-* 
close the blood and fire of its own pulsing heart as ghostly 
civil strife burns and battles above Rome, m the other, the 
inward mechanisms of time and history aie nakedly bared 
in the compressed and vitally significant drama of the thi ee 
Apparitions ^ and the procession of future kings In King 
Lear there is a revelation through madness and a break 
from conventional appearance into umveisal and elemental 
- what Nietzsche called Dionysian - significance, with a 
return through nature and wild sources of energy to fan- 
tastic elxhibition of subterranean forces in the symphonic 
dialogue-extravaganza of Lear, the Fool, and lorn All 
these visions concern some sudden stripping away of sui- 
face deceptions, leading eventually to expression through 
physical nakedness, both m Lear’s attempt to teai off his 
clothes and m the dramatic conception of Edgar as ‘poor 
Tom’, whose ‘presented nakedness’, like his elaboiated 
madness, far outreaches in foimal suggestion the plot- 
logic that is Its superficial motivation 
Next, this whole sequence curving up to King Lear is given 
an intensely human consummation and condensation m 
Ttmon of Athens The play is itself a bare, almost indecently 
direct, statement of the experience present behind the moie 
realistically motivated and subtly modulated surfaces of 
earlier works Their essence is presented m naked simplicity 
Moreover, at a moment of terrific dramatic picssurc the 
swift leverse movement of the titanic action, concerned as 
m former tragedies with a shattering of conventional ap- 
pearance, pivots on Timon’s suddenly throwing from him 
the trappings of civilization The act should come as a sud- 
den stab, an electrifying shock Those visionary disclosures 
that have hitherto appeared as a complex interaction of 
many persons with heightening of attendant symbolism, all 
swirling round and through the tragic hero but not directly 
housed m him as a person, become now precisely incarnate 

1 They symbolize (i) iron destruction, (11) life born out of conflict and 
(m) creation victorious See my note on p 148 
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in the protagonist In this sense, as in others, Timon is ex- 
pressive of pure ‘personality’, with all the overtones of the 
infinite that the term suggests, as distinct from the earlier 
‘persons’, more than one of whom in complex dance, to- 
gether with heavy symbolic machinery, were needed to 
generate a super-personal presence Timon himself is, now, 
just such a ‘presence’, and lus play therefore dispenses with 
auxiliary symbolisms, no thunder or tempest of the usual 
Shakespearian sort accompanying the tragic redirection 
He IS himself utterly symbolic, m him the Apollonian and 
Dionysian principles coincide He is at once single, whole, 
and universal, and his appearance during the later scenes, 
themselves set by the sea-shore, blends naturally into the 
many poetic impressions of the elemental, the cosmic, 
and the eternal I wrote in The Wheel of Fire of Timon driven 
‘from ease and luxury to nakedness among the naked beasts 
and trees and planets of the mght, and beyond these to the 
unbodied and immortal nakedness of death’, and of ‘the 
core of pure and naked sigmficance, undistorted by any 
symbol, in the nothingness of death’, while suggesting that 
‘at every stripping of the soul of Timon we have known that 
what was taken is but another rag , what remains, the es- 
sence, the reality’ , and that Timon at the last becomes ‘pure 
essence of significance’ The artistic kinship of physical 
nakedness to spiritual profundity will always be close Nor 
must we be deceived by Shakespeare’s complete lack of 
Mailovian fascination - as in Hero and Leander and Edward II 
- with his theme He rather uses it, and stands alone among 
the world’s dramatists in his peculiarly striking, profound 
and, indeed, metaphysical, impregnation Moreover, he 
delibeiately counters the visual attraction in both King 
Lear and Timon of Athens by associations of suffering dnd 
animal degradation There is no verbal sensuous delight 
whatsoever but theie should be a most impressive stage 
impact Indeed, we here face merely one very important 
aspect of the usual process whereby in tragedy matenal 
disaster is countered by an inward and spiritual royaltyl 
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Connotations both bestial and prophetic are in the two-way 
significances Caliban himself should have aesthetic dig- 
nity In King Lear a new rush of imaginative power takes 
the stage after the preliminary indecisions , and m Timon of 
Afhens a new and striking direction is outlined by the pro- 
tagonist’s solitary, at once human and inhuman, grandeur 
during the final acts 

Stage representation must be both stiong and subtle The 
cential act of Timon’s disrobing can easily be rendered 
nugatory I have, for example, seen Timon, lecently in rich 
robes, enter suddenly on a fore-stage under full lights with a 
single rough cloak, and throw it violently from him, to 
reveal a ready loin-cloth The action was crude, non-signi- 
ficant and unconvincing How did he come to l^e wearing 
that rough loin-cloth, or if so, why carry a cloak exjpressly 
to thiow It off^ No Let him be weaung under his nch 
clothes an elaborate kilt m similai style, and let him ap- 
pear for this difficult action up-stage cential, carefully lit 
from one side, with his oiigmal ovei cloak matching the kilt 
- the whole costume being heie impossible - unwiapping 
and throwing it from him with deliberate, pictoiial, yet 
natural movements fitted to the lines The action is held foi 
a moment m mid-fiight, a cameo Then let him reappear 
later m the rough loin-cloth of his prophetic savagery 1 1 is, you 
see, an important, semi-ritualistic, act, an unveiling of the 
universal , yet one to be carefully i eali7ed in tei ms of possible 
behaviour and set within a giaduated sequence During the 
later action we must have a ^setting of wild and luggcd 
power, with Timon first revealed as a statuesque silhouette 
among gaunt rocks, with the dawn giadually gilding, throw- 
ing up, creating, his body, preparatory to his first address to 
the sun Thereafter, various strong lighting and shadow 
effects, shot from the wings, can be used, both on his body 
and on the rocks Meanwhile the intermittent sound of suif 
will hint that ocean of being towards which the action moves ^ 

own productions have been Hart House Iheatre, loronto, 
Feb -March, 1940, Leeds University (with the University Xhtatre 
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Though in Shakespeare actual examples of such elemental 
figures, while more frequent than in other dramatists, are 
strictly limited - we might add Oberon, and possibly Puck, 
to our list - they nevertheless present a challenge to our 
stage conventions We are still far from the necessary under- 
standing Our freedom today from so-called Victorian 
taboos is perhaps not wholly a cause for satisfaction, since it 
may derive not so much from insight as from a dangerous 
insensibility where a deep concern would be more credit- 
able Blake, Nietzsche, Whitman, and Lawrence all at- 
tacked our want of a sigmficant body-consciousness, and 
we need not search far for examples of body-desecration 
These, though seeming innocent, are symptomatic I mean, 
such things as the truly indecent flesh-coloured tights and 
vests still often used on the stage to hide and improve on 
the living textuie of flesh, the irresponsible wearing of some 
noble Roman costume at a popular masquerade with no 
thought of the coi responding duty of make-up on arms and 
legs, or the vulgarity of obscene plaster masks with tumes- 
cent red noses for use in revelry Surely few people sensitive 
to the human form can sit through some of our recent 
cinematograph cartoons with open eyes, those, I mean, 
where limbs are transposed or blasphemously pulled into 
absurd and nauseating pioportions A similar indictment 
can, and indeed must, be levelled against much that gams 
respect among the more esoteric advances in modern paint- 
ing and sculpture, where aitistic strength may yet be a re- 
flection of a disease in the community Such things offend 
against the closely-related natural and spiritual flignities of 

Group), Dec 1948, repeated for the N U S Arts Festival, Jan 1949, 
and for the British Drama League, The Royal Hall, Harrogate, June, 
1949, together with extracts from the later scenes in This Sceptred Isle, 
Westminster Theatre, London, July, 1941 See variously Plew Theatre, 
Feb, 1949, The Stage, 13 Jan, 1949, Torkshre Post, 8 and 9 Dec, 
Xorhshxre Observer, 8 Dec, 1948, The Times, 23 July, 1941, etc Some 
particulars of the Leeds production are lodged in the Shakespeare 
Memorial Library, Birmingham I hope eventually to pubhsh an ac- 
count of our version, which includes certairi vital modifications 
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man Bui all this we accept, and in contiadistinction are 
seiiously ignorant wheie profoundei values aie m question 
Dress is symptomatic of the communal consciousness, 
and the limitation of human appeal ance to heads emerging 
from clothes reflects the excessively mentalized concentra- 
tion of our era For the head expresses human ‘character’ in 
the objective and individualizing sense But the body be- 
neath IS less individualized, and may suggest equally the 
sub-mental and the super-mental states, whilst also empha- 
sizing their close interdependence and continuity As 
Nicolas Berdyaev has (in Solitude and Society) pointed out, 
the truly Christian culture will be centicd lathei in the 
heart than in the head We aie pointed to something more 
universal, less characterizing, less egocentiic and ego- 
conscious, to the greater potential self as phiased by both 
Christ and St Paul in stiong physical terms The Cruci- 
fixion image offers an extreme example of this process, 
showing the human form on the edge, as it weie, of some 
further, indefinable universalization In doctrine and 
symbolism alike Christianity is ovci and over again felt 
to be the leligion par excellence of the body and so, with the 
greater boldness and precision, of the spirit too In Christie 
amty the body is an almost mystical entity, the temple’, as 
St Paul calls it, of the spirit The title of my present essay 
was suggested by that of Mr Frederick Carter’s monograph 
D H Lawrence and The Body Mystical The finest art may often 
derive from a similar recognition of physical significance, 
and, mthe heart-area of the male form especially, of spiritual 
strength I am, I admit, urging something new, something 
that has never hitherto been attempted But there is no 
clear reason why the theatre should henceforth lag behind 
the sister arts of sculpture - of the traditional, Greek, kind, 
obeying the laws of nature - and photography In it, bodily 
appearance and action can compass a whole gamut of new 
meamngs from the man-beast hnship, as m Caliban and 
The Emperor Jones, to Ariel and Shelley’s Prometheus, while 
Timon includes them all 
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Such suggestions hint at what may prove a tas^| 
primary importance m the future history of the drama, 
one which may well react sharply on dramatic compositions 
though not to be lightly undertaken, to be most carefixUj 
watched and given closest techmcal attention Yet, again, 
any instinctive diffidence must also be closely examined 
The average summer beach today dispels suspicion o: 
fundamental aesthetic disapproval or moral hostility Noi 
does the active movement of lunbs or muscles on the stagt 
Itself constitute an added objection, since in swimming 
boxing, and wrestling this is evident enough Wherein, then 
lies the difference^ Precisely in what I have called "signi- 
ficance’ , and, moreover, significance of a peculiarly subtle 
and powerful kind, beyond any such simple beauty of ath- 
letic energy as that of a diver’s flight or a boxer’s poise Our 
reserve may, therefore, be not quite what we think it 
Where undress is required a stage costume draped diagon- 
ally over one side of the body may often, on occasions where 
such IS not strictly appiopriate (since on the stage a very 
little will suffice to kill the body hne and give a fully dressed 
impression), appear to be intended, somewhat illogically, 
to help render the other half f’espectable, with a consequent 
and, I think, semi-purposeful, destruction of the finer sigiu- 
ficance For, if any diffidence concerned primarily with the 
stage and the additional effectiveness of artificial lighting 
exists, as, in my experience, it does, that diffidence will be 
found to derive less from any moral or aesthetic scruple 
than from a senu-conscious fear of what might prove a 
source of electrifying dramatic power, exerting less a sen- 
sual attraction than a spiritual domination We are in 
danger of deploring the impotence of poetic, that is of 
spiritual, drama whilst fearing one medium through which 
the poetic essence imght powerfully revitalize our stage 
The visible breathing of a human body alone, closely en- 
twined as it is with both the mystery and mastery of poetic 
speech, and, further, with the rhythmic essences of life itself, 
► might, in certain dramatic contexts, hold compelhng force 
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The possibility of giving adequate stage representation to 
Aeschylus’ or Shelley’s PromethetiSy Samson Agomstes^ the early 
books of Paradise Lost, or Byron’s Cam, depends on such 
recognitions Our neglect of Timon of Athens is symptomatic 
It IS normally either not produced or so costumed as to 
constrict its power ^ Wherevei human drama touches the 
vast and elemental it will tend towards some such projection 
as you have in Timon We nught remember the vivid 
image of Laon’s naked mountain exposure m brazen bonds 
against the burning sun in Shelley’s poetic nanativc Laon 
and Cythna Such dynamic impressions pierce through the 
physical to the spiritual that is nevertheless indissolubly one 
with it, dramatizing through visible, yet pictuicsquc, agony 
and destruction the living mystery of this interdependence 
We have tragedy concentrated as light thiough a lens to the 
fiery centres of physical consciousness Flecker’s Hassan is 
powerfully constructed to drive home a similar statement 
through actual stage performance The latter scenes of Timon 
of Athens aim to dramatize a slow, spiritual, crucifixion, the 
technique resembling the skilful use of a physical to express 
a psychological disclosure in O’Neill’s Emperor Jones, and, 
more distantly, the central incident of Masefield’s Everlast- 
ing Mercy By such works as Timon of Athens, Prometheus Un- 
bound, Laon and Cythna, Hassan, The Emperor Jones, wc are 
inevitably pointed to that archetypal imagination, at once 
act and image, which rises over them as an Everest above 
foothills the Crucifixion of the Christ This, the central 
drama of our Western culture, may be felt as the fountain* 
source of all tragic art and creative action in the Christian 
era For it dramatizes the final intci penetration of the 
human form by Significance, shows that Body ‘given’ for 
mankind in utter subjugation to an ultimate, if indefinable, 
purpose, and ha^ therefore a faint leflection in even the 
humblest examples of the actor’s art 

1 I should however record Mr Bridges AcHms’ Stratford pi eduction 
some years ago, with Mr Wilfrid Walter as Timon, where, costuming 
had the boldness, if not the deeper significances, demmded 
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THE PROFESSIONAL STAGE (1947) 


I 

[ T IS With some diffidence that I approach my subject Tha^J 
■ny views on Shakespearian production are, in our societ^ 
leterodox, I well recognize, but it seems best to state, 
equivocally, that my objection to much that passes current 
in our time remains deep-rooted There is, of course, $mple 
room for divergences of opinion on points of detail, but 1)0 
certain basic Shakespearian realities our contemporary 
stage IS, as I see it, blind It is not that the workmanship 
bad, on the contrary, one cannot but feel a deep respect 
for the technical efficiency shown m every department jfem" 
leading actor to stage carpenter But something - some 
soul-essence, some metaphysical centrahty, some heart to 
the organism - is missing Too often the production is all 
surface, all body, all pieces, like the animal m Julius Caesar 
in which they 'could not find a heart within the beast’ 
Sometimes a very little would be needed to turn a third- 
rate into a first-rate effect let that actor hold his fine 
position a second longer, remove that one unfortunate set- 
ting, let that particular sound-effect be correctly timed and 
then allowed to ring out or reverberate as it should (in- 
stead of being done perfunctorily) , why then, an improve- 
ment would be registered out of all proportion to the labour 
engaged But it is not so Our techmcal skill lacks guidance 
The implications go deep, it is no trivial matter For 
what IS It that is being suggested ^ The very thing against 
which the current artistic intelligence is set with consistent 
jjhostility I am urging the build-up of the great, the grand 
in manner, the elemental, the universal, m short, and to 
avoid all misundei standing, the romantic Now we live in 
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an mcoingibly unromantic age, and it may therefore be 
aigued that it is necessaiy to produce and act Shakespeare 
unromantically That may, indeed, be so, certainly some of 
the performances applauded in oui time suggest as much 
But this one must say are, by so doing, not performing 
the genuine Shakespeaie We are acting only so much as a 
modern audience can without trouble assimilate Shake- 
speare accordingly entertains, up to a point, he is not al- 
lowed to dominate He is caged, kept icspcctable, given a 
public-school education and made to preserve a typically 
Enghsh leserve Oui generation demands this It is a pity 
There aie powers awaiting lelease which might do us good 
This is, however, no plea for the Elizabethan Shake- 
speare, the Shakespeaie foi whose understanding Granville- 
Barker so steadily laboured Granville-Barker is held in deep 
lespect by all Shakespearian workers Before the 1914 war I 
saw his three exquisite productions at the Savoy Theatre of 
The Winter's Tale^ Twelfth Nighty and A Midsummer Night's 
Dream But these three plays scaicely raised the problems 
with which we are heie mainly concerned, the problems, 
say, of Macbeth^ King Lear, and Antony and Cleopatra Indeed, 
Granville-Barker’s literary studies themselves do not sug- 
gest that he would have met these satisfactorily, or rather, 
not exquisitely, while there was certainly something exquis- 
ite about those three Savoy productions In them, with the 
help of Elizabethan airs and Rothenslcm’s designs, an in- 
tangible quality, a fragrance, an atmosphere, was 1 eahzed 
that still, after many yeais, lingers in the memory And yet, 
though preserving an Elizabethan simplicity and solidity, 
they weie scarcely 'Elizabethan* in the archaeological 
sense they were highly sophisticated re-creations in modern 
terms Granville-Barker’s literary studies, however, axe 
products of our century in a different sense, they aic valu- 
able academic approaches, but lack the colour, body, 
flavour, the tang and smell, the atmospheric depth, the 
mysteries and the glamour, of theatric art, large areas of 
the siibject are left untouched, stones remain while the 
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gold-dust falls through These commentaries, foi all their 
attention to the Elizabethan stage, giow from the soil of 
Bernard Shaw, Galsworthy, and Gi anville-Barker’s own 
plays Their prestige has been heightened by then speaking 
continually in terms of stage technique, and the un- 
initiated leader is likely to be impressed without asking 
himself whether the technique discussed properly covei^ the 
peculiai technique of Shakespearian drama, the technique 
needed for the poetry of the 'Crispin’ speech in Henry 
for the Ghost in Hamlet, the Apparitions of Macbeth, the 
elemental grandeur of King Lear and Ttmon of Athens, the 
sensuous splendour Antony and Cleopatra, foi the Vision of 
Jupiter in Cymbehne, the resurrection of Hcrmione in The 
Winter'' $ Tale, the stately iitual oP Henry VIII My suggestion 
is, therefore, that Granville-Barkei, though a playwright of 
talent and all but a producer of genius, was no final guide, 
either as commentator or producer, to the cential mysteiics 
of Shakespearian tragedy It is possible, indeed, that his 
early retirement fiom the stage was caused m part by some 
such, semi-conscious, lecogmtlon He was too fine an artist 
to be content with a provisional success ^ 

Where Shakespearian tragedy at least is conccincd, it will 
be seen that I am, like lago, 'nothing if not critical’ It is, 
however, no single actor, nor producer, nor any individual 

I Since making these comments I have read Mr Bernard Shaw’s re- 
cent assessment of Granville Barker’s achievements as producer (m 
Drama, Winter 1 946) , which contams the following ‘Bai kcr ’s pi oductions 
of his own plays and Galsworthy’s wtr< exquisite their styles wue per 
fectly sympathetic, whereas Im style and tasU were as clifleicnt Iroin 
mine as Debussy’s from Verdi’s With Shakespeare and with m( he w as 
ndt always at his happiest and best, but he was absolutely laithUil to the 
play and would not cut a line to please himself, ind the pUys pulled 
him through with the bits that suited him enchanting and the set net y 
and dressing perfect His only other lault was to suppiess his actors 
when they pulled out all their stops and declaimed as bhakespeare 
should be declaimed They either underacted, or were afiaid to act at 
all lest they should be accused of i anting or being “hams” ’ ( The refusal 
to cut IS, or at least can be, a sign not of strength but of weaknt ss in a 
producer see page 36) 
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production against which my present arguments are in 
tended^ but rather against our contemporary standards in 
general For my purpose, however, I must be allowed to 
refer to some actual productions, the points cannot other- 
wise be made with precision I accordingly first ask the 
reader to consider my views on a first-class London pro- 
duction Sir Laurence Olivier’s King Lear with the Old Vic 
Theatre Company The production has been well received 
and Sir Laurence’s own performance ranked as among the 
foremost of our time For myself, I was deeply interested, 
ceitain parts held for me a lucid and poignant beauty, the 
evening was a genuine success I can therefore with the less 
leserve use this central production as a nucleus to the de- 
velopment of certain thoughts that appear of value, my 
choice of It for primary notice is the measure of my respect 
for the actor and the company concerned, though m the 
process I may be allowed to hint, with all possible sym- 
pathy and in full understanding of tli^e great tests met 
nightly by the professional actor, certam ways in which my 
own views diverge from those expressed at the New Theatre 

2 

The conception of King Lear’s first scene was origmal 
One IS brought up to expect, and usually one gets, a fierce, 
intolerant old man striding to his central position and cast- 
ing a fiery eye on his subject family and lords Here we had 
something very different The throne was up-stage, centre 
The stage centre itself was occupied by some six attend- 
ants bowing first right at Gonenl’s, then left at Regan’s, 
entry The mam persons were grouped at the sides Lear 
himself entered from one side, quite informally, and passed 
up, threading his way among the attendants Arrived at his 
hrone, he was partly masked, his stage centrality and dig- 
iity discounted He struck one from the start as a shghtly 
ussy, almost roguish and very lovable, if at times an irn- 
atmg, old man He whispered to Gordeka on his way, as 
hough enjoying a private joke with her This reading was 
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maintained The renunciation of his love for Cordelia was 
comparatively light in carnage, his 'on thy allegiance’ to 
Kent lacked both ferocity and finality Lear was shown as a 
wilful, almost naughty, old man, but not, even momen- 
tarily, as sinning All was done with a delicacy of touch that 
was, after its fashion, satisfying But only with reseivations 
For IS this a possible reading^ Does it follow the curves of 
the dramatic rhythm ^ Moi e does it grow organically from 
the play’s hearts Considei if Lem and Coidclia enjoy a 
private whisper here, surely that implies a mutual under- 
standing and confidence that makes her later repudiation 
peculiarly cruel, whereas if one regaid^ her as having been 
kept at a distance by a dominating and rather tyianmc, 
though greedily loving, father, then her sulkiness falls into 
place Moreover, can we possibly associate with this reading 
such lines as these 

For, by the sacred radiance of the sun, 

The mystenes of Hecate and the night, 

By all the operations of the oibs 
By whom we do exist and cease to be, 

Here I disclaim all my paternal cait, 

Propinquity and property of blood, 

And as a stranger to my heart and me 

Hold thee from this for ever* I he barbaious Scythian 

Or he that makes his geneiation messes 

To gorge his appeuie, shall to my bosom 

Be as well neighbour’d, pitied and reluved 

As thou, my one time daughter 

and 

Peace, Kent* 

Come not between the dragon and his wrath * 

The lines demand to be mouthed I heir ferocity is of a 
peculiar and recognizable Shakespearian type Tyrannic 
fathers are usual m Shakespeare and when thwarted im- 
precate hideous doom on their children it happens with 
Gapulet, Egeus, York (m Richard 11) Their unnecessarily 
harsh and bombastic manner recalls the outburst of Isa- 
bella against Claudio At such moments we are aware of 
some repressed guilt stung to a sudden fury, as when Ldontes 
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IS confronted by Paulina holding his child Lear’s early pas- 
sages are barbed by a similar irrational fury They witness 
psychic energies not properly geared to his conscious mind 
They are indeed precisely the substance of his later madness 
A whimsical Leai cannot grow into the Lear of the Storm 
scenes, the stuff is not there I conclude that the traditional 
reading is correct and necessary, that something of the 
stagey old actor - why does every age talk of that undying 
type is It possible we merely mean the experienced actor ^ - 
is required to make sense of this stormy opening 
The later action suffered in consequence Had the open- 
ing been given with more gravity and fury, then the 
central performance would have been, in the main, ad- 
mirable But it could not properly register after this ques- 
tionable start It was as a pillar with no foundation 

So much necessarily depends on the gradual reduction of 
Lear’s false dignity and the final enthromng, by the way of 
madness and humility, of a more spirituahzed royalty The 
shock and pathos of his gradual breaking lose greatly if he 
be not first shown as an almost repellent tyrant Certainly 
he must have some obvious dignity to be broken If he be 
too lovable at the start, he ceases to be tragic later, not 
because the correction of a fault is at stake, but because 
tragedy depends on depth, or weight The light, humorous 
reading was dangerous on yet another count Lear is essen- 
tially humourless It is because the Fool dimly realizes that 
if Lear could be brought to laugh at himself his samty might 
be preserved that he so remorselessly concentrates hxs ovn 
witticisms on the crucial issue Twice, indeed, Lear be- 
comes, unknowingly, directly comic, as when he caps his 
own violences with ‘But I’ll not chide thee’ and ‘No, I will 
be the pattern of all patience, I will say nothing’ These 
were given boldly, if subtly, as comedy, raising once a 
perfectly legitimate laugh But Lear is comic only because 
he has no humour in him where his own behaviour is con- 
cerned He can scarcely therefore be a whimsical type 
PThis dangerous reading caused one of Lear’s neatest 
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later scenes to suffer I mean his entry in full madness 
decorated with floweis This can be done - noimally I 
should say it should be done - as a scene of s^rcatness in 
pathetic rum Here it was taken as essentially lyrical^ 
pretty, lovably so, not unlike Ophelia’s madness 

Thought and affliction, passion, hell itself, 

She turns to favour and to prettincss 

The reading is risky, but consistent with the text, and one 
which renders the risks Shakespeare has forced the less 
dangerous, for here the ‘mouse’ and ‘toasted chtesc’ pas- 
sage and the cruelly difficult running exit gitw natuially 
from the conception Lear was a child again Had this been 
grafted on to, oi lather floweicd from, a peifoimancc start- 
ing with something of a despotic giandcur, it would indeed 
have been exquisite, of an extreme, if delicate, poignancy, 
dartmg light into the gloomiest caverns of mental agony 
As It was - one must return to the complaint, if only be- 
cause certain tiny tucks of expression kept lemindmg one 
that this was the same whimsical figuie of the opening - 
Lear had already shown a Puckish humoui , thcie had been 
in him more than a trace of Justice Shallow, he was alicady 
a lovable, child-like, figure The contrast - and Shakespeare 
works continually by such contrasts - was gone 
The play’s heart is the Storm scene, or scenes These pio- 
vide a complex of fascinating pi oblems and the Nc w 1 heatre 
production raises them in a pcculiaily inteu sting fashion 
Here, if anywhere, the critic ofiornantic and metaphysical 
leanings is likely to have reason for attack, here, if any- 
where, I found myself all but whole-hearted lu admnation 
Normally such imaginative set-pieccs as Leai ’s two open-N 
mg declamations demand some static formality, impimting, 
if only for a moment or two, the tempoial with eternal 
status But here the first words wcic spoken m complete 
darkness, then the lights came up sufficiently to show Lear 
and his two companions separated, oi at least separating, 
Lear walking apart, alone, across, and down 1 he heath was 
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suggested by a ground-roll upstage and lightning inter- 
mittently thrown on the cyclorama in fiery zig-zags The 
main lighting also was used intermittently, the stage being 
dark and illuminated by turns words were spoken under 
both conditions The general result was not, however, 
chaotic By careful orchestration, Leai's walk took him 
down-stage to catch a sudden beam for an important piece 
of declamation, then he was moving again, in darkness 
Sometimes all three figures were close together under a level 
lighting There weie accordingly at least four sorts of light- 
effect (1) complete daikness, (ii) zig-zags, (ui) Lear picked 
out alone, (iv) reasonably fiill lighting showing all three 
actors These effects - there may have been others, such as 
silhouettes against a half-lit cyclorama - were interwoven 
with continual movement The persons were felt as coming 
together and parting, they were, very clearly, wandering 
about a tempest-riven heath Sound-effects were adequate 
and not allowed to smother the words This is purely a 
matter of timing and to talk of an actor as ‘doimnatmg’ the 
thunder is therefore meamngless No actor has ever existed 
whose voice could register through a really effective thun- 
der-clap Though Granville-Barker is right in asking the 
actors to act the tempest themselves, he is wrong in simul- 
taneously discounting the dramatic power of soimds No 
Let the two effects of voice and thunder intershade In this 
the opening of the Ohvier tempest-scene succeeded The 
orchestration of voice, sounds, hghts, and stage movement 
was most efficient 

The general method was risky It was fundamentally 
realistic rather than symbolic, except in so far as an artistic 
realism in such a scene inevitably becomes symbolic One 
was less aware of man elevated to an elemental challenge 
than of distraught wanderers having poetry drawn out of 
them by fits and starts The play on darkness, the picking 
out of separate figures, the sharp mtermittency in place of 
gradation - all are, normally, dangerous m Shakespeare 
Vet here, at this moment - for we are still Considering Lear’s 

p s p -7 
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first two speeches - of this drama, and with this actor, they 
succeeded 

I say ‘with this actoi* for an especial reason I have seen 
Laurence Olivier in a number of films his Heathchff 
especially appealed to me In Shakespeare, I have seen only 
his Coriolanus, Justice Shallow, and his film Henry V Of his 
film work, both as actor and as director, no one will do any- 
thing but speak in the highest terms It is a notable record 
Of his verse-speaking there is a possible criticism I ob 
serve a tendency to rely on sudden changes of voice, to 
speak some lines quietly, colloquially, and then, without 
warning, two, three, or foui - not many as a rule - with full 
rhetoiical force The result is a shout, since without grada- 
tion relevance and significance are lost The two tcims of^ 
the Shakespearian poetiy, the realistic and the ihttoiical, 
are clearly present, what is strange is their discontinuous, 
ungraded, intermitlcncy Now this characteristic, which ap 
pears to be part of a deliberately considered technique, was 
less noticeable in King Lear ^ but it was not absent The pait, 
however, lends itself to this technique, jeiking liom col- 
loquial triviality to poetic giandeur, or vice versa Ex- 
amples of an almost humorous effect have been noticed 
He talks quietly to Regan, attempting gentleness, and then 
breaks out ‘Who set my man i’ the stocks Ihcse intci- 
mittences throughout Lear’s long preliminary toi merit aie^ 
vital and the treatment was coricspondingly successful 
Even more interesting is the Stoim scene itsell Gleaily, the 
arrangement as hitherto described, the shaip altci nations 
of light synchronized with chosen positions, exactly lend 
themselves to the technique in question A few muttacd 
words in darkness, a sudden beam catching Lear m a new 
position, his hand lifted and a line oi two of declamation to 
the heavens, then moving to a huddled group and collo- 
quial speech - it was a remarkable piece of co-ordination 

A word of praise as to colour The effect of dim, greyish, 
wind-swept heath, the low roll of ground, the silver of 
Lear’s beard and hair, the blue and white of his robes, the 
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cyclorama studded by shots of golden lightning, make a 
memorable picture True, the result was, perhaps, rather 
pleasing than awe-mspiring, lyric rather than tragic Often 
one longed for a position to be held, in order to allow its 
beauty to impress itself, to take form in a dimension of 
symbolism never entered But the pleasure - yes, it -was 
pleasure - was so keen that complaints are pointless a 
moving study in which the senses were momentarily in- 
tegrated in a super-sensuous whole 

All this in spite of its contradicting certain of my own 
principles But - and this is all that matters - it does not 
necessarily contiadict Shakespeare’s pecuhar technique in 
this particular scene 

Clearly, one cannot expect more than a few moments of 
such success, and should, indeed, be grateful for any, especi- 
ally at such a central moment m great drama as tlus The 
tension - but that is too strong a woid — the harmony was 
not maintained after the arrival of mad Tom, and this for 
no fault of Tom’s The production was at fault 

The pait played by Edgar in the tempest is central, not 
ancillary His appearance has been elaborately described, 
he has long and most fantastic speeches All this should be 
given a bold piesentment Here we were confronted by a 
healthy, robust figure with various rags draped about him, 
shoulders and all This gets no effect of ‘presented naked- 
ness’ , It does not realize the ‘forked’ animal Lear talks of 
Quite a little on the stage suffices to render a person fully 
dressed it is a matter of line a few rags in the wrong place 
kill the body-line and the effect of nakedness goes Edgar 
should wear as little as possible, but that little carefully 
draped and the body made up - as is seldom done - with 
care The actor should be cast for these central scenes He 
should be of ballet build, agile, and lithe, able to act with all 
his limbs as he pounces after his imaginary devils With his 
arms up-flung in fantastic gesture he is a veritable Flibber- 
tigibbet, a dancing light, a demon, the genius of the storm- 
riven heath, indeed, a forecast of Ariel as described by him- 
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self ^flaming amazement’ above the lempest-iacked ship 
This IS the true Edgar He, like Anel, is poeliy incarnate, a 
diiectmg poetic and dramatic foice, fulfilling throughout as 
madman, choiic commentatoi, and agent of judgment a 
peculiarly poetic role Instead, we had merely a robust 
young actor, sitting still, stohd, in his heavy rags, mumbling 
gibberish (muffled by thunder) which no one listened to, 
they were given as speeches no one Jieed listen to, there was 
no attempt to act them Necessarily, the subtlety by which 
Lear is gradually attracted to this demon of madness (‘my 
philosopher’) away from the Fool did not well appear, 
though the Fool certainly had a lonely exit that helped 
The farmhouse was poorly devised - a lioublesomc hut 
demanding a particular belief unlike anything else in the 
production and failing to support the fantasia for which it 
was the setting Such failings our professional theatre can 
and should put right 

A word on the settings Ihe play opened in an intciior 
shading off, above an ai ch, to a view of many old-style houses, 
courtyaids, turrets, seen semi-bird’s-eye fashion The scen- 
ery, though not unpleasmg, appealed flat and rather trivial 
and certainly did nothing to support the poet’s, or the 
actor’s, art For the rest of the middle action, except for the 
open heath scene, a house-side was used at alternate wings 
for Albany’s and Gloucester’s households For the conclu- 
sion we returned to the first setting, or something similar 
There was an^ effect of (i) an interior, and (u) a light, airy, 
panorama of imaginary houses Herein the battle-scenes 
lacked realism, one could not possibly behtve that hostile 
parties were entering one after the other into a loom just 
vacated by their opponents Moreover, the flimsy show of 
pictured buildings was ineffective as a visual accompani- 
ment to the horns of judgment and tragic conclusion The 
bright lighting offered no atmospheric help Here Sir 
Laurence’s acting was horribly hampered by its impossible 
context far better to have used the open heath set only and 
left the rest to the poet and the actor Let the gaunt beauty 
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of the close speak jBrom a setting as cold and elemental as 
Itself 

My criticisms must not be supposed typical of London^s 
response The production was, and m part rightly, hailed 
The central performance was accorded the highest praise 
My criticism, if of value, is, indeed, less a criticism of a 
single production than a criticism of our contemporary 
standards, a criticism of criticism itself Thus James Agate, 
after justly criticizing the recent Antony and Cleopatra at the 
Piccadilly Theatre for failure to reflect properly the Shakes- 
pearian statement, remarks ‘How then comes it that an 
evening in which everything is set for ghastly failure turns 
out to be gigantic success His own answer is ‘a pair of 
magmficent’ (though he admits them to be miscast) ‘actors ’ 
It IS time we ceased to be so readily content The comphc- 
ated setting of this sumptuous but laboured production 
resembled rather an unfinished factory than a resplendent 
Egypt, while its last movement, funereal instead of tn- 
umphant, shattered the meaning Here is an extract from 
Mr Harold Hobson’s notice of the Ohvier King Lear 

When the king himself appears, white haired, white bearded, yet 
swift and eager and active, we recogmze him at once for what he is, a 
humorist, a man of infinite fecundity of wit, choleric maybe, but 
resilient and alert, ready m sheer intellectual energy and physical well- 
being for any jest or experimental escapade, whether it be sallying forth 
at midmght with the Doctor, or for dividing his inheritance according 
to the whim of a girl’s rhetoric 

Before he speaks, he stops to gossip with Cordelia, he eyes one of his 
soldiers qmzzically from top to toe and back again , he is bursting with an 
overflux of vital forces from his brain at any moment may spring some 
plan, some scheme, half joke, half earnest, which, born on the iflspira 
tion of a moment, may, in sudden change of mood, have consequences 
to wreck kingdoms and ruin lives 

Precisely The difference is that I maintain this to be an 
untenable reading More, that the very nature of this read- 
ing precludes great acting, wlule remaimng symptomatic 
of a twentieth-century limitation, for it rules out, fiom the 
start, that spiritual intensity, that sense of powers within 
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and beyond man, numinous, Dionysian - call them what 
you will ~ whose projection is the one condition, in drama, 
of what mankind considers great 

3 

I HAVE chosen the Old Vic King Lear foi examination 
partly because its memory is fiesh and partly since Sir 
Laurence’s reputation on both sides of the Atlantic is so as- 
sured that no remarks of mine aie likely to embairass, even 
for a moment, his work My complaints are general, not 
paiticular, and a few other lecenl examples may thcrelore 
with relevance be noticed 

It IS always, you see, basically the same complaint Mr 
John Gielgud’s Hamlet, which I saw in loronto before the 
war, was a performance of brilliant intensity where col- 
loquial dialogue was concerned His verbal duelling with 
Rosenciantz and Guildernslein was supcib, but he was - to 
me - less happy in the ^To be or not to be’ soliloquy, given 
to a nervous, lapid, striding movement instead of as a deep, 
weighty adventure, from a still posture, or with the grave- 
vaid meditations earned as light conversation, oi with the 
Ghost scenes, given in a darkness hostile to the actoi’s ait, 
or with the falsifying conclusion, the dead by vanous tricks 
removed to leave Hamlet with Hot atio on an empty stage 
Mr Gielgud is expert at conveying nervous intensity in a 
modern pait, but the grander moments, the vastti rhythms, 
he has not, so far, ofTeicd us His finest piece of Shake- 
spearian acting was (in my experience) his Shylock, which he 
was forced to attack as a ‘character’ part, subduing certain 
mannered tendencies that detract horn his moie poetic 
studies His Lear, which I saw m 1931, appealed to me to 
lack vocal characterization, though possessing con&idti able 
force I have a record of Mi Gielgud’s speaking of John of 
Gaunt’s lines on England The delivery is beautiful, but 
the conception static and the quavenng accents ol age, 

X I write from a limited experience I regici having been unable to 
see Gielgud^s recent Macbeth and Hamlet or Olivier’s Richard III 
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which alone justify the repetitions, the involved and drawn- 
out syntax, the struggle, as of a dying man, for his climax, 
were not attempted The speech should surely accumulate 
energy, growing with victorious effort from a death-bed 
stiuggle therein only is its structural and dramatic mean- 
ing, Its conjuring up, through close poetic characterization, 
of a mysterious power, its soul It is again, you see, an in- 
definable essence, a presence behind, or thrown up by, the 
lines 01 events of Shakespearian di ama that I am trying to 
indicate and to which it seems that our generation, through 
its leading exponents, is insensitive, though it is true that a 
national record, made for a specific purpose, is no fair 
test Mr Gielgud, fine actor though he be with an electric, 
nervous contact and a distinguished delivery, remains, in 
my opinion, at his best in high comedy, such as Baine, 
Wilde, Tchekhov,and Congreve, or twentieth-century plays 
of an intense type, such as Musical Chairs^ Richard of Bor- 
deaux, and Crime and Punishment 
Mr Gielgud is more than an actor of intellect and appeal 
He has for yeais been the presiding" genius of our London 
stage This position he has held with a striking artistic 
integiity and unselfishness, even though its effect on his 
personal, rathei too individualistic, techmque is on occasion 
dangeious He has a long series of valuable productions 
to his ciedit and deseives especial honour for his boldness 
in bringing to the West End so dubiously entertaining 
a classic as The Duchess of Malfi Heie, however, a criticism 
must again be recorded Mr George Rylands’ production 
held much beauty and some power, but it failed where 
one today expects failure The symbolic occasions, the 
internal oigans, of the drama, did not - at least at the 
peifoimance I witnessed - receive the projection they need 
First, the dance of madmen came across as a chaotic, dis- 
haimomous, non-sigmfying piece of realism There is, 
maybe, some authority for this in the text, where their 
words are concerned But can nothing moi e be done with 
this and the accompanying incidents ^ Cannot these queer. 
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decadent, moments of harmonious honor, the dance and 
the bellman’s chant - Webster’s analogue to Shakespeare’s 
opposition of storms and music - be helped out with a more 
studied technique^ A similar weakness characteuzed the 
echo, that outstanding instance of aural atmospherics, 
which came across as, indeed, a real echo would have come 
across that is, as a faint replica, all but synchronized with 
the ouginal woids, so that barely a syllabic ovei lapped 
The effect was light, rapid, instantaneous whereas we 
should be aware of something weighty, sepulchial, omin- 
ous, in such phrases as ‘deadly accent’, ‘a thing of sonow’, 
*thou art a dead thing’, ‘ncvei see her more’ 1 he nature 
of these, the only noticeable defects - except foi the Duch- 
ess’ rather perfunctory death in an excellent production, 
remains significant 

Some of the most promising woik of our time is being 
done by Mr Donald Wolfit The provinces aie deeply in- 
debted to his indefatigable labours, his company has now a 
worldwide record, East and Wdst, and one remembers his 
lunch-hour Shakespeare in blitzed London when thcatie- 
land was dead Omitting comedy, I have seen, so far, his 
Ulysses and lachimo, done at Stratford, and, m 1946, his 
own productions of Othello^ Hamlet^ and Volpone The produc- 
tions themselves are simple, honest, and neat, with no non- 
sense about them, and that, 111 the contempoiy Shakes- 
pearian theatre, is saying a lot Often today one is expected 
to accept wide changes in scene before a background whose 
laborious detail prevents utterly any such acceptances, a 
s fault very obvious m the Piccadilly Antony and Cleopatra 
Here there was no such embarrassment The semi-per- 
manent setting m Hamlet was sensibly deviled and did not 
let one down - as so often happens - m the Graveyai d scene, 
where some well-placed cypresses toned in well A not dis- 
similar setting for Othello was adequate, though lacking m 
colour and grandeur Frederick Valk’s Othello showed a 
massive power alternatmg with a telling realism The whole, 
however, was certainly a study m mental breakdown rather 
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than poetic tragedy, except for certain moments towaids the 
end The volcanic bursts, the alternation of quiet and fury, 
were inappropriate to Othello’s flow and swell of passion Mr 
Vaik had, however, a great delivery in his fourth-act 
speech ‘Had it pleased Heaven ’ and his final scene had 
grand moments One was pleased to find an actor of such 
powei and breadth, even though the power on occasion 
lacked contiol 

Mr Wolfit’s lago, like his lachimo, Vv^as very satisfymg^ 
but his Hamlet was, comparatively, weak His peisonahty 
scarcely suits the part - it is personality, not face or figure, 
that matleis -- at least, according to the conventional read- 
ing Never in ie;cent years have I heard Hamlet’s Imes 
spoken with so consistent a truth to Shakespeaie, but the 
performance failed to hold together as a umt One was 
tempted to think — ^wrongly, as his Solness proves - that his 
abilities are not suited to an introverted type Certainly 
where powerful acting was needed, as in the Ghost scenes, 
Hamlet’s interview with the King before leaving for Eng- 
land, and the soliloquy after meeting Fortinbras’ army, he 
was thoroughly at home His graveyard meditations had, 
vocally, the required depth and weight His use of a long 
black and purple cloak was effective, but when he appeared 
in a short Elizabethan cape, a costume with no lines of 
dignity, his impact was gone, while his less intense scenes 
lacked assurance I feel that his interpretation may have 
been at fault, and that, though not an ideal Hamlet, yet 
by playing less for sympathy and more to give the inward- 
ness, as well as the ghost-ridden agonv, the macabre threat, 
of the part, he might have left us with a striking perform- 
ance 

Nevertheless, Mr Wolfit’s woik at times approaches the 
standard for which I plead Though his productions at 
present do not always reflect the curves of the Shakespear- 
ian structuie as surely as his own speaking follows those of a 
single speech, yet they do not actually contradict those 
curves, they do not offend He himself has snandeur and 
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grace of movements and a vocal range which is remarkable 
Though he possesses a fine sense of the theatre, his speaking 
IS never just stage speabng Every phiase is given vanously 
and interpretatively, we are not retuincd continually to the 
same well-known, favomite, emotional timbic of voice or 
gesture His mastery of the long speech -■ a more difficult art 
than IS usually supposed, involving a pi ejection not merely 
of Its sequences but also of its archilcctuial unity, its struc- 
ture ~ was especially vivid m Volpone Ihc wooing scene, 
with Miss I den Payne as Celia, was outstanding Faultless 
speaking, the blend of static position with significant move- 
ment, interpretative business (c g the mesmerizing effect 
and the lady’s fascinated impotence) in a setting of dignity, 
simplicity, and rich yet simple colour all contributed 
superbly to the gathering, growing, unfurling structure of 
dramatic poetry 

On his return to Leeds in 1947 I saw Mi Wolfit’s Richard 
III, Macbeth, and King Lear, and - though I am not now con- 
cerned with ‘comedy’ - 4 Midsummer M^kt^s Dream, the last 
a graceful production, though as Bottom Mr Wolfit 
perhaps enjoyed himself ‘not wisely but too well’ 

His Richard III was both anuting and entertaining, 
though in the eaiher scenes the part was, to my mind, given 
a too-comic interpretation 1 he neurotic bitterness defined 
in Richard’s opemng soliloquy might have been allowed to 
counter from the start the almost Jonsonian burlesque m 
which Shakespeare certainly htic also indulges Ihus 
the general treatment stiuck me as too light and oil-hand, 
not weighty enough, until the Goionation scene, when the 
necessary change ~ and how delightful to find this gathenng 
power of the Shakespeaiian protagonist emphasized - was 
nevertheless too abrupt we were faced by almost a cUflerent 
person There was a sudden unleashing of demonic loice, 
underlined by Richard’s heavy icd robe and the throne’s 
red drapery mto which he sank as into a bed of file The 
scene flamed, for five minutes (this being one of the most 
highly charsred incidents in Slnkr^sn^nrf^^ 
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fronted by remarkable acting Mr Wolfit’s favourite tnck of 
infusing dramatic point into his cloak - an art he has 
probably developed fmther than any previous actor - was 
finely in evidence At the dismissal of Buckmgham, 
Richard’s robe was for an instant a hve thing, whipping 
out as a tongue of flame I could wish that the earlier scenes 
had done more to prepare for this, but from now onwards 
the tension of the acting was never relaxed I say 'of the 
acting’ since I was less pleased with the production In 
bringing the opposing generals’ tents on to the stage the 
Elizabethan dramatist is, it is true, being thoroughly 
naughty in a peculiarly annoying fashion What can be 
done^ In my own experience it seems best to concentrate 
on Richard’s tent and let the ghosts speak into the wings in 
addressing Richmond Mr Wolfit elected boldly to use the 
two tents They were dangerously realistic - a mistake his 
pioductions noimally avoid - and, what was yet more 
dangerous, were diiectly and equally related to a single 
back-cloth of greenery and woods which forced a sense o: 
3xact locality Conventional acceptance was accordingly 
bampered, though had the tents been indicated by plan 
draperies and set at stage corners rather than cential, anc 
with no such realistic backgiound, acceptance would have 
been far easier The ghost-speeches, done in procession 
ralhei than by solid grouping and gesture, lacked weight 
and power Thioughout the play the choruses of lamenting 
women might with advantage have been given a more for- 
mal and statuesque grouping and a more declamatory 
manner Observe again the nature of my demands, in- 
volving ( 1 ) formal (though never unnatural) artistry as a 
means to (ii) projection of the super-realistic 
Mr Wolfit’s acting in Macbeth was memorable His 
speaking was, to my ear, a trifle slow, but excellent in 
pointing and luxuriant in vocal colour His bearmg was 
chaiged at each instant with visual, almost sculptural, sig- 
nificance Hia stage action in movement, poise, and gesture 
ixi approach to the Ghost m the Banquet scene was artistry 
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of the highest ordei His vocal range and control was, as 
usual, lemarkable, sometimes (as at the second appearance 
of the Ghost in this scene) on the brink of tears without 
loss of poetic resonance, and sometimes dragging the last 
ounce of power from the welHike depths of a single word 

The interpretation, howevei, of the final scenes diverged 
stiongly from my own I see Macbeth heie on a pinnacle of 
experience, radiating lines of force, wheieas Mr Wolfit fol- 
lowed the more usual, common-sense leading, giving us a 
broken man, drained of stiength Hence those few supieme 
poetic passages of the close weie spoken as wistful, pathetic, 
nostalgic, 1 ather than as expressions of a proud spirituality 
beyond good and evil I grant that such an inlupietation 
IS usual, though my own could, I think, be defended in 
terms of criminology, it has poetiy, if not ethics and 
common-sense, on its side Though Mi Wolfit can level m 
portrayal of a straight Jonsonian or Shakespearian villain, 
he here elected to avoid this peculiar, Nict^sschean, terri- 
tory He certainly has for it, as an actor, the peilect equip- 
ment, and his performance at this point appealed as a 
deliberate curtailment of his natural poweis He wore no 
cloak perhaps he felt that it was not ethically sale to 
do so’ 

The production as a whole was sound and sensible The 
acting was throughout virile, and the speaking had claiity 
and vigour The simple yet licit and weighty settings were 
telling As for the supernatural element, it did not annoy 
but neithei was it good One was glad to get it ovei The 
Weird Women were chattering bags, not elemental forces, 
the Appantions and procession of Ghosts wcie barely 
adequate Again, I assert uncompromisingly that there is 
a techmque for making such scenes not merely rcgistei but 
transfix 

Next, as to King Lear The long opening action held extra- 
ordinary power Mr Wolfit’s exceptional vocal control - he 
uses a different voice for every part - was strikingly appar- 
ent he played Lear as a carefully composed character 



THE PROFESSIONAL STAGE 205 

study Without any loss - indeed a gam - of poetic force 
every accent, every petulant or agonized gesture was an old 
man’s Yet this Lear was also a figuie inspiring fear There 
was evil in him The demonic pleasure with which he sud- 
denly concluded his long curse on Goneril, as though some- 
thing had been actually accomplished, was magical, 
Druidical, ludeous with an old age, hag-like, mahce His use 
of the whip (a fine exploitation of the text) in action with 
Oswald and the Fool was masterly, and yet I have never 
seen a Lear whose affection for the Fool (excellently played 
by Mr Frederick Peisley) was so poignantly given Indeed, 
these grim touches were the necessary contrast to those 
passages where our sympathies were wrung by Lear’s more 
lovable qualities Especially fine were certain striking 
moments of uncanny vocal modulation, where Lear fears 
appx caching madness His short scene alone with the Fool 
was almost unbearable in pathos With all this, Lear was, 
from first to last, ‘every inch a King’ One understood 
Kent’s recognition of his authority One could feel, as the 
poet means us to feel, that the great earth itself must 
tremble at his shakmg In all my mature experience I have 
not been so forced to forget all knowledge of Shakespeare 
and the theatre and live the action being performed If 
this was not great acting, then I do not know where it can 
be found 

Fi om the Storm scene onwards the tension was, however, 
relaxed For this there are many possible reasons One^s 
attention perhaps tired after the long and so poignantly 
realized opening (about half the play) Moreover actual 
madness, if convincingly played, is, by itself and without 
extraneous support, scarcely a theme proper to stage repre- 
sentation Again, no one can pretend that all the play’s 
action (the loves of Gonenl and Regan, the killing of Os- 
wald, Edgar’s challenge) is dramatically strong All these 
are possible reasons, but the production itself cannot be 
exonerated The second half of King Lear is, indeed, a mosf 
crucial test 
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After Lear’s exit into the stoim a change of approach is 
needed Unless we are plunged into a tiew h?id ol action, a 
new artistic dimension, as it were, we not only miss some 
of Shakespeare’s meaning, but, what is peihaps worse, 
these other contributory elements of weakness come in- 
stantaneously into play Much hinges on Learns two ad- 
dresses to the storm These were given down-stage with a 
frontal speech-position beneath a vertical spot, and with a 
single tree- trunk or monolith diiectly behind Lcai wa^ 
accompanied by the Fool alone My own pidtiencc is an 
up-stage central and raised position, caught by wing- 
lighting mainly fiom one side, with both the Fool and 
Kent standing or crouching to solidify the gioup, all set 
among gigantic masses of lock, so that Lcai can towci as he 
should The actor can, for these two speeches, drop his 
vocal characterization, if, and only if, the setting is light 
Mr Wolfit’s speaking seemed, foi this once only, to step out 
of character with a simple ihetorical fling, and in this set- 
ting (since the single monolith was quite non-significant) 
the result was weak, nor did he elect to us( one ol the 
weightier of his many stage voices for the rest, his total 
performance was, in the manner ol the opening, a icmaik- 
able study, his prayer ‘Poor naked wi etches’ and his sci- 
mon ‘When we are born’ weic faultless But something had 
gone The surrounding atmospheie, so impoitanl fiom the 
Storm scenes on, lent no support, it lacked depth, mystery, 
unity The fantastic accompaniment to Leai’s madness was 
missing, and actual madness, without such an accompani- 
ment, lacks dramatic lelcvincc Flu pait of Edgai as 
mad Tom was badly undeveloped The settings, though 
weigljaty and simple, missed the elemental bomcthing 
must be done to give visual expression to the Wagnerian 
quality of the Storm scenes and the gaunt menace ol the 
rest Without it, the action sags So a noble performance 
drooped, standing, except for Rosalind Iden’s vmd Goi-* 
delia, alone 

To sum up my impressions m the Coronation scene m 
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Richard HI, the Banquet scene in Macbeth^ and the whole 
first movement of King Lear, Mi Wolfit’s acting, I freely 
admit, touched the quality I am trying throughout this 
essay to define, and he is helped by Miss Rosalind Iden, 
whose exquisite mastery of Shakespearian rhythm m 
speech and gesture - her Titania was a joy ~ matches so 
admirably his own pecuhai gifts Mr Wolfit’s company is 
now strongei, but, even so, his own broad artistry tends, 
nalurally, to stand out With a Shakespearian protagonist 
this does not necessarily matter What does matter is that 
the productions themselves (that is, grouping, lighting, set- 
tings, etc ), though avoiding many faults (especially the 
faults of realism and flimsmess in scenic effect) make shght 
positive contribution to the whole and are accordingly 
dwarfed by the best moments of his own performance, 
which in turn loses in significance Complaints about Mr 
Wolfit’s company are not necessarily wrong, but they may 
be ill-phrased It is not always the company who are bad, 
it IS at least as often he who is doing something of wider 
artistic significance that is bound to stand out in any 
normal assortment of twentieth-century acting But this 
could m part be put right by production, especially by a 
freer use of levels and more studied grouping Neither he 
nor wc can discover what exactly Mr Wolfit has to give until 
we get things to scale 

The home of Shakespearian production m England must 
always be Stiatford even though the Baconians proved 
then case, I doubt if the tiadition so firmly established 
would be destroyed Today, it seems probable that Stratford 
productions arc quickly to enjoy a new access of power and 
prestige, assuredly the new l>lood, youth, and vitality of the 
1946 Festival promises as much Here, and perhaps here 
alone, in our western civilization, we have a secular drama 
attended m a spnit of spontaneous, undefined, unregulated 
devotion, an atmosphere wherein you cannot properly dis- 
tinguish holiday excursion from pilgrimage The Festival is 
rapidly gi owing and Stratford likely to become, in a new 
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sense, a focus of Anglo-European and Anglo- Anieucan 
cultuie ^ 

Stiatford productions compare more than favourably 
with the West End m vigour and hie, but in inteipietative 
detail there are, as elsewhere, slips Duiing the summei; of 
1946 I witnessed Macbeth^ Lovers Labour^ s Lost^ Henry F, and 
Measure for Measure 

Mr Michael MacOwan’s production of Macbeth was char- 
acterized by some skilful grouping and, especially in Mr 
Robert Harris, some powerful acting Success was, however, 
partial We need not necessarily qiiairel with the Jacobean 
costuming, nor with the rather too emphatic domesticity 
and courtliness of the general scheme Macbeth is, very 
largely, an indoor, domestic, play, it is also, or may be con- 
sidered, a play of courtliness and costume - up to a point 
But these effects must be balanced against others weird and 
elemental, and here, as so often, there was a lack Profession- 
al performances of Macbeth always do, and always will, want 
conviction whilst the supernatural is given as a series of 
spooky effects that would shame a children’s pantomime 
Such failures develop from a society that does not believe in 
the supernatural, but a society that cannot, at least tem- 
porarily, believe in - more, thrill to - the supernatural 
should avoid Macbeth Lovers Labour's Lost is a difficult play 
Mr Peter Brook’s production was clever but over-elabor- 
ate The use of an indoor setting for the King scenes 
was, especially in the lovers’ unmasking, a risky choice 
The play is outstanding in Shakespeare lor its super- 
abundance of sun-imagery The details of action, the 
emotions and poetic imagery, all alike and with one voice 
demand the correct, parkland, setting The lovers hide, or 

1 It occurs to me that the strain on Stratford, likely to, become un- 
bearable, might be eventually relieved by a Byron Festival, entollmg 
plays by both seventeenth century and romantic poet'?, and with trans 
ktions of Corneille, Racme, Goethe, Alficn, and Galdtron Byron is 
himself a dramatist of the first order and his name sufficiently covers 
SUfeh a varied repertoue 
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should hidCj among bushes or trees The setting used was a 
serious impediment to some spritely acting, and here I 
must note the exceptionally fine lendenng, by Mr David 
King-Wood, of Biron^s long speech on love For the rest, 
the King of Navarre was costumed with no attempt at dig- 
nity Costard, a rough country fellow, was dressed as a 
pierrot, and the part performed so as to discount seriously 
its characterizing humour However, the most important 
switch from gaiety to gloom at the close was correctly 
and sensitively underlined One more suggestion The 
play depends on word-jugglmg Big words are there to be 
understood if possible, but to be amused at anyway The 
producer recognized the difficulty of getting a modern 
audience, untrained in the necessary scholarship and verbal 
interest, to respond, and hence certain important speeches 
were gabbled, or interrupted by disconcerting business 
No Where such a difficulty occurs, there is only one hope, 
to make a special point of the thing you feared (as with the 
dead bodies in Hamlet) Let that sound principle stand here, 
as always, inviolate The words can be made passably 
funny to anyone, with good enough speaking 
Miss Dorothy Green’s Henry V was a straight-forward and 
extremely pleasing production It was, moreover, interpre- 
tatively sound Shakespeare shone through the perform- 
ance The settings, which owed something to the Ohvier 
film, were graceful, the French King as a study in morbid 
unease was admirably conceived and performed The rever- 
ential pause during the count of British dead and the 
solemn movement of armed soldiers that followed - and 
what a treat to see fine armour well-used - at the chanting 
of the Te Deum, the comedy, especially the quite admir- 
able Flucllcn of Mr Dudley Jones, perhaps as good as that 
of Mr Stanley Lathbury before the war - all was in the 
spirit of Shakespeare’s play I have only two, sinular, 
criticisms Mr Robert Hams’ Chorus, though an excellent 
performance, might, surely, have been given a grand, 
rousing, fiery manner, a declamatory manner It was in- 
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timate, conveisational, confidential almost, following Mr 
Leslie Banks’ Chorus in the film Theie it did not matter, 
but here one wished that Mr Hams could have used his 
fine voice and equally fine stage presence and poise, with 
greater freedom His failure to do this was the stranger as I 
lemember Miss Dorothy Green herself as a icmaikable 
Chorus in the other manner My other complaints are 
similar Neither the ‘Once more unto the breach’ nor the 
Crispin speech was given correctly 
Both were spoken intimately, with chatty and haphazard 
turns to the listeneis, and no sense of their peculiar struc- 
tures The first was well set on a foie-stagc with diffeient 
levels, but these levels were not used Henry should have 
maintained a position of greater power, one foot on a step 
perhaps, his body facing the town but his head turned to 
his followers then let it ring out, holding something m re- 
serve for the second wave (ail such speeches in Shakespeare 
gather volume as they proceed) Mi Paul Scofidd, a 
young actor of considerable promise, his not yet the vocal 
contiol for such a speech But his conception was at fault 
So, too, with the more subtle ‘Crispin’ speech 1 his is my 
reading The King is hampeicd by his followeis’ leais Can 
he hold them^ He starts weakly, icpcating himseH, search- 
ing for a direction The start can be colloquial, or weakly 
rhetoncal He is turning over papeis - or someone bungs 
him a scroll - his eye catches a word 1 he Feast ol Ct ispian 
The word registers ‘This day is called the feast ol Ous- 
pian ’ Its sound delicately touching, yet just missing, the 
word Chiistian exactly conesponds to the chivalric heroism 
in question Henry now has the required note, he is newly 
inspired, quickly the flame spicads, m his words, in his 
followers’ response He enlists his listeners’ deepest selves, 
awakes their spontaneous desire foi lieroic renown Eter- 
nity swims into the purview, yet humour is present too, the 
ring of English names is puic, maivcllous, rhetonc Ihc 
thing unfolds, gathers height and power, lowers up like a 
cobra During it the King secs his success, you watch his 
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listeners change , he is working on them, as surely as 
Antony in the Forum, the victory is enacted Notice how, 
laying a basis in a sound lealism, m earths the speech 
flowers. It unfolds by stages, it accumulates, gathering 
mass, an organic, structural whole This is something no 
study will reveal , it is something one must learn, arduously, 
by many lendermgs 

Lastly, we had Mr Frank McMullan’s Measure for 
Measure As a piece of producing ~ if producing can be con- 
sidered as a separate art apart from interpretation - it was 
admirable It moved with a fine pace, brisk and enter- 
taining, the use of small stylized screen sets, central, left 
the stage free for action, and established a pleasing umty 
They all, as it were, belonged One would naturally expect 
something good, some feeling for the theatre, slightly 
different from, perhaps better than, that to which we 
are accustomed, from an American producer, and here it 
was But ~ and the but is important - we did not have 
Shakespeare’s Measure for Measure 

The pace itself, the emphatically light, stepping, move- 
ment contradicted that weighty, measured, deliberate mo- 
tion suggested by the title, fulfilled by the action and reach- 
ing ciystalhzTtion iii the Duke’s soliloquy 

ITc who ihc sword of Hewen would bear 
Should be lb holy as sevcic 

Can those ihythms be spoken lightly^ No Indeed, Duke 
Vinccntio was misconceived and miscast He is, surely, a 
schohily leclusc, Lucio’s ‘old fantastical (imaginative) 
duke ol daik comcis’, a study set between Hamlet and 
Piospcio, whose depth of psychological insight appears to 
1 ender the exceution of justice repellent ^ Here we had 
instead a gay young spark with a perpetual smile, a dandy 
touching up his face m a minor, a pi actical joker enjoying 

I I urn following my own interpretation as given in The Wheel of Fire, 
but on these bisic matteis there 13 scarcely room for divergence of 
ooinion 
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himself mightily The performance, on these lines, was so 
good that one temporal ily accepted it, but the play was 
thiown out of joint Moreover, the Duke was balanced 
against an Angelo of depth and digmty, an oldci man, with 
a tlioughtful face and a beard Now a stage beaid has a 
piecise effect, unless deliberately airangcd lor a character 
study, It lends to suggest a convincing spiritual dignity, 
whereas with Angelo we want a pale, piecisc, would-be 
ascetic, with some suggestion of weakness Moi cover, the 
trick played on Angelo’s sex,ual instincts, if ai ranged by a 
young man on one many years his senior, is in bad taste, it 
jars But this is all wrong It is inflicted by a man of age, 
wisdom, and sancUty (note the Duke’s disguise as a monk 
and Angelo’s leference to ‘power divine’) on a com- 
paratively weak tyro in matteis spiritual, an amatcui The 
two parts were miscast Mr Robert Hams should clearly 
have been our protagonist, the Duke, and Mr David King- 
Wood, Angelo As Angelo, Mr Hams’ peisonalily was 
wrong, and the beard made it woisc Moicovci, his Isabella 
was not the icy fanatic one expects, but rathci a figuic of 
luxuriant charm Her brutal denunciation of Claudio, 
rising from the depths of her inhibited, repressed soul - the 
key to her charactei and the whole play’s thesis - was 
shirked, being given through sobs as disti acted, meaningless 
phrases Angelo’s tragedy is the ironic enthralling of an 
ascetic by the dharms of an opposite asceticism 

Oh cunning enemy that, to catch a saint, 

With samts dost bait thy hook 

To make him, a figure of bearded digmty, fall befoic a giil 
of normal feminine appeal, is a seiious misinterpretation 
As a piece of pioduction, this was, technically, as good a 
piece of work as one is likely to sec It failed where others 
fail, attempting 

To draw with idle spider’s strings 

Most ponderous and substantial things 
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That IS, It failed in the matters of (i) supernatural or semi- 
supernatural feeling (the Duke as a cowled and ghostly 
figure), and (ii) psychological understanding, recogmtion of 
the Shakespearian depth, the twilit world of unconscious 
instinct on which this play concentrates 
It does, indeed, seem that our producers and actors do 
not naturally breathe the Dionysian air of Shakespearian 
tragedy It is not that they cannot technically do what is 
requii ed, but that, in the depths, they do not wish to 

Look, what I will not, that I cannot do 

The tendencies I am opposing, which are precisely ana- 
logous to those tendencies of Shakespearian scholarship 
which I have opposed now for twenty years^ in my more 
academic studies, remain pervasive, hampering the most 
sumptuous effoi ts of our professional stage 
But, where lighter substances are involved, our best 
acting and pioduction may be excellent What could be 
finer than a Gielgud Barrie, Wilde, Tchekhov or Congreve ^ 
A good recent example was Mr John Clements* Marriage d la 
Mode Diyden’s heroic, or semi-heroic, plays are not deeply 
impoitant 'This is itself, to a serious study, a disturbing 
work, if only because the two plots do not, and cannot, 
cohcic, hall is oi St James’s Paik in the Restoration era, the 
other half is Atcadia, and no attempt at interrelation is 
made, or indeed conceivable, since, in a world where the 
absurdity of the marriage bond is taken for granted, de- 
light in youthful romance remains impossible The incom- 
patibility is thus final Even within the comic plot itself the 
cynical convention kills diama, since without belief in 
marital fidelity as a social norm the attempts at dramatic 
discovery on which the comic action - as apart from verbal 
wit - depends, lose point Notice, on the contrary, fiow the 
comedy of the Screen scene in The School for Scandal grows 
entirely fiom our serious sympathy with old Sir Peter 
Comedy to be truly satisfying must have a serious back- 
ground Dryden here, as elsewhere, lacks that centrality, 
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that romantic or metaphysical core, foi whose lecognition 
on GUI stage my essay pleads It is accoidingly significant 
that Mr Clements’ production reached a standard of excel- 
lence outdistancing all oui Shakespearian icsults The 
nature of that excellence is worth defining 
The play may be a hotch-potch, but the pi eduction 
wasn’t Its very discrepancies foiced i light, fantastic man- 
ner that fused the whole There was i unity of ticatmcnt, 
more, a unity of conventional technique Jhc pioducer 
knew exactly how to enlist his audience’s bclicl Light music 
was used for stately entrances, these bung given aitistic 
poise witKout giandeui, the tyrant sitiding ind his soldieis 
stepping to quick time Where an csts wu( wanted, his 
soldiers ciossed spears in iiont of the arust(d person, foi- 
mally, in stylized fashion, but shaiply, ind as shaiply re- 
moved them when necessary Everything went with a click, 
with precision, with peifect timing Moieovci, when the 
difficult political revel sals and fights occui, tlu convtution 
was used to tm n potential ridicule against itst 11 Two gt ntle- 
men - no more - look on two soldtt is and pi lycd at pauy 
and thrust to quick music, at tin exact tunc ananged, 
synchiomzing with the music, each guitlcmm disirmtd 
his opponent, tossing his swoid in an and catching it, 
turned sharply up-stage, maichcd to the new king, knelt, 
and together handed him the swords ol the vanquishc d All 
was done m perfect obedience to the hws imposed by the 
chosen convention, the fight was dchbtrately tiikui only 
half-seriously, and as a result it was more scuously oflective 
than most Shakespearian fight-scenes It is not suggt sled 
that this particular convention should be applied to Shake- 
speare’s battle-scenes, but rather that wc have not lound, 
or created, the appropriate convc ntion loi the m in our cen- 
tury Indeed, producers nowadays und to suppuss any 
actual fighting, admitting deft at 
The producer knew his play, not ]ust the plot, but the 
play as a living medium built by himself and his audu nee 
He was aware of its inmost natuie, particulaily its delects. 
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and was anxious to help the author out As a result^ Dry- 
den’s play was better entertainment than Shakespeare is 
today or is in the near future likely to be Probably such 
works as those of Aeschylus or Shakespeare cannot properly 
be called entertaining Nor is it only a question of a hght 
manner, quick music, pretty settings and so on, that did so 
much to make this production an afternoon’s pleasure 
Even Dryden’s love-couplets, as spoken by a young actor 
(Mr David Peel) of youthful vigour (vigour rather than 
grace) and vocal charm, were, on a first hearing (I had 
lead the play only once) probably more poetically effective 
than would be Romeo’s blank-verse undei similar con- 
ditions I have myself found more satisfaction, as an actor, 
in speaking Rostand’s lines (in a rhymed couplet transla- 
tion) m Les FantasUques than one readily receives in trying 
to do justice to Shakespeare’s love poetry Indeed, m any 
poetry, judgments must be diverse according to whether 
we judge it as literature to be read or as verse to be 
spoken Diyden’s couplets were an exquisite, if naive, de 
light 

True, if someone had got up and started ‘'The quality of 
mercy is not stiained’ or something of similar calibre, the 
whole edifice would have come ciashtng about our ears 
But, loitunTtcly, nothing of the sort occuried 

4 

A Shakespearian play is packed with emotional and intel- 
lectual me inings far in excess of anyone’s reception within a 
three hours’ peifoimance, and yet only at one’s peril does 
one accept the impossibility The difficulties appear to ex- 
ceed those ol music We are ncarci the intractable sub- 
stances ol actu il life, and yet of these heavy substances we 
demand a result as delicate, as spiritual, as Coleridge’s 
‘dome m au’ oi the music-palace m Abt Vogler Speaking is 
suicly a subtler art than music Gould the intonations, 
modulations, tiagic intensity, lomantic appeal of a voice be 
given the notation of a musical scored True, they can be 



2i6 principles or Shakespearian production 

recoided on a giamophone, it is a question of degree j but 
the difference remains The vibrations of the human voice 
are much faster than those of music, and yet m speaking 
one must rely on an orgamsm compaiativcly jejune, rough, 
unfinished, and uncertain Nor, if one’s voice is ofi colour, 
can one start turning screws to tighten the relaxed choids 
Nervousness, nritability, a cold in the head, all affect one’s 
utterance immediately It is not my concern to piove that 
the one art is greater than the other, meiely to suggest 
that success in the one is far harder of attainment Music, 
though a highly transcendental ait, offeis an aitificial, 
mathematical, simplified, connotation of that tiansccn- 
dental world, whereas the spoken word, being m closest 
contact with the mystery of the actual, conditioned equally 
by Its subtleties and intractabilities, faces an infinity of 
problems unknown to music Gxeat music may well lepie- 
sent the ‘highest reaches of a human wit’ , but a gi eat play 
challenges God’s human creation in all its insufficiency and 
glory 1 

As foi movement, the ictoi’s body should be as subtle as 
the athlete’s, but there again, whcicas the expert athlete m 
his own chosen line has a compai atively simple job, of toss- 
ing, say, a golf-ball into a distant hole, the actor’s body has 
to be so nervously adaptable that it c m, by the poise of the 
head or the move of a hand, express the half-conscious 
thoughts swirling below that golfer's mind whilst he makes 
his swing The producer is in the position of a nnster chess- 
player, but he has a yet hardei, because less cUai-cut and 
understood objective Moreovei, the chess-m ister enjoys a 
tyrannic control unknown to the producer, he puts his 
pieces where he wants and when he wants, he knows 

1 Each of the criticisms made in this essiy is based on a single per 
formance, and accordingly risks a serious injustice I saw Sn Lam < nee 
Olivicr^s Lear on the third night IIis make up was pooily adjusted to 
the lighting Probably it was improved hter on Who can say how much 
difference such an improvement might have made m my response? The 
pitfalls, for actor and critic alike, are infinite in number 
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exactly what they are and what they can do, they are not 
liable to nervousness, irritability, egotism His queen is 
never temperamental and his king doesn’t murmui when 
castling puts him in the cornet In pioduction one is forg- 
ing an ait out of living pci sons with human virtues and 
vices, and those viitues and vices themselves must be faced 
and used, piide must be pandered to, nervousness handled 
with tact, ciiticism of the producer met by enlisting sym- 
pathy m good time Even if all goes well, the propcily 
emotional qualities of gieat drama - and it is with these 
that we are here concerned - touch so intimately those 
of the audience that success is rare Hence one i c turns from 
a performance critical of Romeo, but full of praise for Mcr- 
cutio or Tybalt, delighted with lago or Enobarbus, but 
critical of Othello, of Antony No one will fully appiove of 
Hamlet, so much the subjective self of each of us At every 
point, whether m consideration of speaking or acting, pro- 
duction, or response, something very personal, very inti- 
niat(, IS concerned Cool reason plays but a small part, 
instead, jealousies, antagonisms) prejudice, exhibitionism - 
the theatre is full of them - indeed, made of them They arc 
Its sUifl It IS these that must be rendeied malleable, these 
that must finally be transmuted b> the producer into the 
delicate trinsluccncics of art 
Such, then, is the bittk-giound of the professional or 
amatem actoi and pioducei It has been remarked that 
school-boys act Shakcspeaie more pleasingly than the pro- 
fessionals Xkue, boys or university students may often show 
an unspoilt fiobhncss laiely found on the professional stage, 
and for such virtues one will forgive many inadequacies 
It IS also tnic that a first-chss amat<ur, with lu& three 
to SIX nights’ ptifoi mince, is likely enough to give us 
moments of intellectual intensity the professional seldom 
provides Why? Because the piofessional is tiamed to pro- 
duce efibets of a certain standard at all times and places, m 
big theatres, befoie vinous audiences fncndly and hostile, 
m good 01 bad health alike, and for a long and tedious 
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succession of performances All this foices a cast-iron 
technique, and this technique is bought at a cost He must 
rely on voice-production of as perfect a kind as possible, 
which IS, paradoxically, by no means necessarily the most 
transfixing kind Certainly, the more he fights against all 
this, the better, and well it would be, too, for the critical 
amateur to realize that, if suddenly msei led into the i un of 
a full-scale professional production, his ftivour might 
quickly find itself cooling 1 he inadequacies of the average 
amateur, his mumbled words and muflkd action, need 
no advertisement But if thcic be some necesb*iry lack also 
m the very nature of piofession il acting, then, all the more, 
the responsibility rests with the pioducci , for he has 
resources at his command far outweighing those ivailable 
to the little theatre, and these resources au not ustd 
Where jiioduction is the argument, my tnticisms arc, 
and will remain, uncompiomismg It is, howcvci, some- 
thing of an invidious and bittei txsk to write eiiticilly of 
any actoi In no ait is the ciuelty of unjust, unsympathetic 
criticism more wicked No one can see himself acting, no 
one can hear his stage voice, not meuly Iiis art, but lus own 
most intimate centres of personal and physical conscious- 
ness are undei judgment It is ihciefou with some diffi- 
dence that these remaiks aie ofTeied, foi what they may be 
worth This essay is no attack against the professional actoi , 
nor the star system The stai system is wntUii indelibly 
into Greek and Shakespearian tiagedy alike, and the pei- 
sonal influence and following possessed by such men as 
Gielgud, Olivier, and Wolfit today is surely oui best sign 
of health, outside Stratford-on-Avon, in th( professional 
theatre 
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DRAMA AND IHL UNIVI R!sl 1 Y 

Reprinted from the Untvtmty of Ltcds Rivuw ^ 919 ) 

URELY there never was ui age when chain i w is so popul xr 1 vei 7 
ommuiaity to-day has, or dcsius to have its diainitu group LittU 
beaties aie busy across the globe Xh( position, status and lutuie oi the 
iroftssional stage aie uncertain but, both theie ind with th< xm n< urs, 
he demand, the instinct, the craving, all aie evident In this niovt nn nt 
he Leeds University Union Theatie Gioup, undci the prtsichmy ol 
hof Bonamy Dobiec , has for some Imie held an honour ible pi u t 

Theie is much talk to diy, thioughout oux umviisiUes, ol possihh 
)rama Departments in the liiture A Depaitment of Dr unt, und< r the 
hrcction of Mi f Taig, is already m bi mg in the Umversit y of Bustol 
Df acxcUmic policy m general I do not fiel competent to spt xk, but i 
void or two 111 \y be ofleitcl fionx my own tUani itic e\pi t it nc t 

A Diaina Dtpartinent would bt veiy dilTcieut fiom t Di uua Oioup 
[ts standard ol piodut lion would, piobably, bt lowt i I lu ( u oup <h iws 
in the whole Uuiveisity tngaging piosprctive ckigynun, tloelors, 
lawyeis, business mtiijUmveisity It < ttucis tndst hool U rt he is, i u( li Ik Id 
indeed A Diama Dep u tint nt would rent un mostly those who ii < put- 
ting St xge mtttests in tht ton hont, wlncli is no gu u xnte t \vh rtsot V( r 
of stage xbihly, besides others who meiely sthtL dt uni is ui amusing 
alternative to dull* i studie s J lie two bodu s would le in mi ehsliut I hut 
thecentK ol gi iviiy would iuevitibl> passliomlhe (»iuU[> to the De- 
partment with X tell un loss At the best theu would ht i division ot 
talent ind i leiwcung ol sUnd xul 

The re u t otln i hlhcuUits What, < xacily, would tins Dt p irltm nl de:> ^ 
It is genenlly isserttel Ih U lumveisily Di xnu Depnlmtui shoulel not 
compete with the pi olessi on il dr imatii schools It will not um it tutn- 
mg out piole >sion il actors oi pioduttis, but i Uhtr it ttiuipping pios- 
pectm teacheis with some intt lie dual kueiwleelgc inel some rueiiincn- 
tary praetiee It will, it woidd stein, be louecl to set x eoinpai xtwly 
low stand ird, while tneoui iging i suptineid intellcttuali/ed know- 
leeige of m art not diuctly intelUaud, ind le wing those who luve 
gndnaud wiili sumss t<^ think the nise Kt i e epuppe d lx foie the n lUucs 
have been sin veyal i he it is penut in x hte t uy di un \ cemise , there is 
point too m i piotes leni el sc hexed exl th im Un ut, hut the pueiHC pur« 
pose and value of i Di un i De p utmeni nt < d eau ful se rutmy A mei dy, 
or mainly, exte i n d know it tlgc of dt mi Uie u t, without, th U 1 1, a pu« 
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mary emphasis on non intdkciuil, pcrsoinl, and icUve expcnenc 
might do more hato than good 

Not only might it tncomage a gioiindless self confidena, moie the 
too academic approach might well tlu di uuatic instinct of its 

pupils There would appear to me no gualti disservice to the yoiinff 
enthusiast than to set any pnmaiy emphasis on st igc arcliaology, with 
attempted resurrections of past styles in leting oi pioduetion It is hard 
enough to be true to oui selves, and moi< profit ible Ae xdctiiic karninj? 
IS, in essence, a knowing, drama, on ev( ly level (as tlu n une implies) a 
doing, and the knowing can vciycasilylnmpti tlu doing Compare the 
extreme statement of E Goidon C^raig T oi at tors nt cd not be sent to 
schools and colleges 1 ducation, \ du ibk to most nun, is, inoie often 
than not, quite fatal to an actor, the one thing to picstive being the 
child in him* {EIL n Teny and htr ^ten t St //*, p 79) 

It may be argued that the same objet turns appt_, (o a school of theo 
logy or literature It remains none the less tiiu tint tlu nhul aspirant 
would inevitably turn his att( ntion iw ly Iiom the Dr ima Dtparlment 
to the Drama Group Tor them he finds a living theitu at woik and 
demanding his co operation I he one will tc uh him about ch ima, but 
this IS drama itself * 

The professional schools have tlu ir own d ingi rs - the d inger pic 
eminently of an external technique - but wilh thtst I am not here 
concerned For univcrsiUes, the dangei is that tlu u idtmie Uadition, 
which must necessarily put a premium on knowlcdgi and memory* 
should crush the dramatic impulse by learning, or, it tlu best, should 
water down the strong wme of di amatu « t to a nu nt it and conceptual 
level, reducing it, by criticism, to a dead kvil ot nudiocuty Ihe 
essenual showiness, if you like the vulg uity, of ihe letoEs ut must be 
guaranteed Our age is one ol poor dtam ilie umh 1 standing, but great 
dramatic interest We feel the theatre has something lor us, but we feai 
this very ^something’, we love drama, but remain m kiroi of th< 
dramatic It is a pity, for thC noblest dramatic art must always be stead 
led on a firm basis of over statement, over emph isis and tixaggcratec 
action, only so can one equip ones< If foi the gicatcr rolt s and free 
powers for rhetoric and subtlety ahU a 

‘Over acting’ is a dangerous misnomer Ihtre is good acting anc 
there is bad acting Bad acting, if at all powerful, will foe found ‘ 
putting the emphasis at the wrong plate, finding x dtmax wlu 
climax exists, like the over-swmgmg of a golf tyro violently sweepu 
air and merely tapping the ball Good acting hits the ball miu h 1 
- but It IS the ball that it hits 

And yet the actor does not express an ordinary emotion He exp 
an artistic, a stage, emotion One often finds to day a feat of * I 
actmg* together with a faulty cxlubiUon of raw, personal fcdmgl‘ 
stage-work a stage speaking must be devdoped, almost you might i 
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certain vocal convention niastcitd, witlun which a whole gamut of 
emotional and intcUcctuai ihemcj* can h midcud without sti iin It i'* 
^not merely noise and ranlinc; tli it wo di<itrust liiesc can be h H to the 
tender mercies of any audience 1 he dangt r is more subtle wt fe ir ;t igo 
speaking itsell, with all its vuud mtisuy oi pause and clinuv, it*! < d 
culated emotional eHlcts, its colour ind usonance Wc ir< moibidly 
afraid of anything *old style* in voice oi gesture ill grandtiu i i tlioo 
We are fir loo contented with oiu own itnpovi iishcd peiiod, md the 
result m reading or perfoiniancc, on the B B 0 and tlsewhtu , inu uiH 
-whnt it is 

Theactoi does not merely mutate, he i< cieitc % from the d< plhs within* 
anew and strangely variable peisonihty il< is not just dHguising hts 
ordinary self, he is nlways mnlang, oi disc ovei mg, a n< w self 1 le is t on 
tmually, m religious phiascology, bt mg 'bom again’ In fh^ Good < om 
pmiomj B Piieslley has an mtcrc sting passage on di unatic «ut 

It was very odd and amusing seeing her new friends on the st ive 
She had never known any protcssionals before, and il w is quiic 
different from watching im Ucuis Wlit n you saw people you kiu w 
acting with amateur diamatie soc leties, they weie mere ly themsrh c s 
witli paits stuck on to them But with these profession ils, you 
lost sight ol iht pi IV uc pcisonaUtus, they simply came to hh on ihr 
stage in anothci soit of way, ind ns you watched them, you f oulti 
hardly believe that you r< illy knew them is people Jimmy Nuirn* 
for example, was all drollery, he hid m entirely new voitc, \tiy 
^ queer ind squeaky (U, n) 

Precisely the same h ippens, or should h ippen, in other types of 
though the voices, the pt rson ihiit s, jccieatcd will vary accordmii^) thf* 
pait or type ol drami m qutsiion An at tor’s stage speaking may wHl 
show a toinl chficieuct lioin Ins norm d speech, as though mined flout 
omc deeper level within the i)Cisonihty, whose rough but glittering 
juartz waits to be wrought into vocal, or other, artistry Some 
are bom with i ’golden voice*, otliers by labour develop what is given 
ther < loo good a natural voice may certainly prove dangerous, wluir 
to U e conscious pleasure in one’s own speaking is always fatal Many n 
profcsfiional Shakcspcarcin actor remuns content with the vour mid u 
few f^ick variations, without attuning it to every shade of the rrqutrrd 
emt ‘j n and splitting it into the vai legau d tints of meaning 1 he goldrii 
w ^as then become an ovcidose ol tre icle Such an actor la at thr best 

^ t painting the same picture But for most amateurs, and inttiiy 

aw'u 1 pioftssionals, the danger is the levene llic film technique rif 
^ red asides h is vitiated our judgim nts 

* wre asked what should be tlie primary emphases in anpi dnuim 
, I should suggest, first, diamatic rt ading, and, second, a trainuig 
ly-movemcnt , but both in close st relation to actual drama ot pe icn y» 
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The reading need not be confined to dinmi Indeed, I 
the reading, with full dramaiic variation and <losest intelUctu ’ 
emotional interpretation, of certain chost n p<x ms, prefi i ably such 
out of fashion to day, poems that dt mand a wide i angi ol voe il roll 
Byron, or Tennyson Donne and Hopkins u e c Je u ly, lor our gi ik r itio 
less valuable le^ts ^ 1 o day wc itad most bnlli uilly with tlu i uul ll 
intellect, but fear tlie weightier poweis ol vowd music I lit bit iku 
down of vocal reserve, voc il inhibitions, is moi t th xn a Ic innnr it is 
act, an m itiation, an entry into the he u l ot poeti y oi di ima i st 
discovery and a self level ition of piiiu uy nnpoU uRi J lu j itinii 
struggle for yet more and mou i \ ul mtt iprt Ution whuli is quitt 
different matter from simple n admg, bt mg 1< s a it lit eUou lb m \ i 
creation, causes one to possess lh< potm in i luw w i) i ilhci as oi 
possesses a play after piodiuing it I lus is to cl ly in at th it aw uls 
self consaous development beyond in>(]nnr m tiu p ist boiruthn 
can certainly be taught, uid the nsl il not t uijl lit t lu tuu u td 

When we consider how m iny ol out uinvt isity siiult n(s in i> bt < 
peeled to impose, ytai iltci yc u, tlu u ii iclmg of s u uil m nptun s 
literary mastcipicres on olhcis, m m i> diit tlu ft coultl I 

to day no moic impoitaul ad m th< (du< ition il woild tb in the i 
auguration of such a ti uniiip, with ill tlu ithmtiM^ xh b is tl 
making of records - indwithoul Ihosi no out c m lu u lus own tout 

now at our disposal Incited ill (he uts ol tlu idoi bivi luit i lui 

general value llu liic woik ol nunv i tltiu si Ut nnn lutuiri < 
teacher would have b(( ri iwu( oi nion - i powtilul bul lu Iruiu 
m youth something of the it post, llu gtsimt uul tlu nill<\ioiis pi op 

toiamaticart / ^ f > 4 " 

There are two mam d( fit u m i( s in out twnitu tlu ( ntuiv idmc < 

IS the inability, Ol 1 uk of tU SI r< tonst tlu lull pidiostope ol the vou 
confining its loins to a monotonous grt y, md inmmg thru loir nol on 
the rhetoiu and < motion il sting ot gtt xt di un i, bul suut ill dt pt n 
on relation md coni rxsl, tlu it il f n]i til llu <ollni|unl loti 1 bt << 
loquial and hnnu nous lout ht s m Doimt uul 1 iu>t it»loi notbmgirn 
justly balanced igimsitlu mt million 

The other limit ilion is tlu tontnun|L ol at ling to lu td^ uul h uu 
Irue acting must st xitli fin < \pu ssioii thiouglumt llu liod> atul lu 
the ComMe I^mn^nise^ to pulge horn tlu ii peifinni uu t ol Phkhe m I * 
donmiq^ 5 , havt dtveloptd iltthniqtu in idvnut otom tiwntuiio* 
ers Ihis is why Imion is so infiitstmg \ put and why lus pity 
been, on tlu whole, so sttangely ignoird 1 lie 1 ist u I tfi maiul Ih 
icting Indttd, a tiue undttst mding ot Imimoj fiZ/r/o irngbl point 
path to a new evUnsion in ch imxlu ul, using the hotly nuur Im 

I I would h( re pay a tnlmtc to llu ext ellt ne t ol Mi Jobu ( iiek r 
recent rendtnng ol Ik Wiak oj th IhuhthUmd 




